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INTRODUCTION 


1. Eloquence and cookery 


In his chapter De la vanité des paroles, one of Montaigne’s most outspo- 
ken indictments of rhetoric,! the French essayist recounts a conversation 
he had with the chief steward of cardinal Carlo Caraffa. The steward 
defended culinary art in a glowing, but unwittingly comic and bur- 
lesque speech: 


(a) Il m'a fait un discours de cette science de gueule avec une gravité et 
contenance magistrale, comme s'il m'eust parlé de quelque grand poinct 
de Theologie. Il m'a dechifré une difference d’appetits: celuy qu'on a 
à jeun, qu'on a aprés le second et tiers service; les moyens tantost de 
luy plaire simplement, tantost de l'eveiller et picquer; la police de ses 
sauces, premierement en general, et puis particularisant les qualitez des 
ingrediens et leurs effects; les differences des salades selon leur saison, 
celle qui doit estre reschaufée, celle qui veut estre servie froide, la facon 
de les orner et embellir pour les rendre encore plaisantes à la veué. Aprés 
cela, il est entré sur l'ordre du service, plein de belles et importantes 
considerations [...] (a) Et tout cela enflé de riches et de magnifiques 
parolles, et celles mesme qu'on employe à traiter du gouvernement d'un 
Empire (L 51, p. 294). 

[He harangued me on the art of feeding with a professional gravity 
and demeanour as though he were explaining some important point of 
Theology. He listed differences of appetite: the appetite you have when 
you are hungry, the one you have after the second and third courses; 
what means there are of simply satisfying it or of sometimes exciting 
it; how to govern the commonwealth of sauces, first in general then 
in particular, listing the qualities of every ingredient and its effects; the 
different green-stuffs in their season, the ones which must be served hot, 
the ones which must be served cold as well as the ways in decorating 
them and embellish them to make them look even more appetizing. After 
all that he embarked upon how the service should be ordered, full of fine 


! For an analysis of this chapter, see Paul J. Smith and Nic. van der Toorn, “Science 
de gueule’ et Rhétorique, ou ‘De la vanité des paroles’ (Montaigne, Essais, I, 51)’, Studi 
Francesi 32 (1988), pp. 82-90. 
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and weighty considerations [...] And all this was inflated with rich and 
magnificent words, the very ones we use to discuss the government of an 
empire. (Essays 342)] 


Montaigne extenuates the steward's rhetorical pretensions by observing 
that *Even the Greeks after all highly praised the order and arrange- 
ment which were observed in the banquet which Paulus Aemilius threw 
for them on his return from Macedonia' (Essays 343). 

In Montaigne's anecdote, which was to become a set piece in later 
handbooks on the history of cooking; rhetoric is operative on two 
levels: the steward's discourse and culinary art itself. At the first level, 
the steward argues according to the rules of eloquence, stipulated in 
the first three parts of classical rhetoric. The speech's main and part 
subjects (the appetite, the preparing and serving of the sauces, the order 
of the service), its divisio (the classification of appetites and sauces) and 
its deductio (reasoning from the general to the particular), all belong 
to the inventio, the first part of classical rhetoric. The order of the 
speech (underscored by the use of the adjuncts “first... then’, After all 
that”) belongs to the second part of rhetoric, dispositio, or ordering. The 
inflation by means of ‘rich and magnificent words’ pertains to the third 
part: elocutio or style. 

The second level involving classical rhetoric concerns the object of 
discussion: cookery, ironically nicknamed science de gueule by Montaigne, 
is presented as another art of persuasion, a second rhetoric, destined 
to manipulate the audience, that is, the invited guests.’ In his comic 
juxtaposition of cookery and eloquence Montaigne probably alludes to 
Plato's well-known criticism of deceitful arts, which he pairs with useful 
ones: ‘[...] what cosmetics is to gymnastics, sophistry is to legislature, 
and what pastry baking is to medicine, oratory is to justice” (Gorgias 
456c).* Rhetoric belongs to the same reprehensible category as culinary 
art (‘pastry baking’), sophistry, and cosmetics, all arts of flattery. 


2 Since, at least, the article ‘Cuisine’ in Diderot’s Encyclopédie, Paris, 1754, t. IV, 
D 538. 

3 For the rhetorical implications of the two levels—cookery (menu) and culinary 
discourse—see Jean-Francois Revel, Un festin en paroles. Histoire de la sensibilité gastronomique 
de Vantiquité à nos jours, Paris, 1979, p. 15: “Tout menu est un exercice de rhétorique, toute 
critique verse volontiers dans le style noble ou héroï-comique, comme si le caractère 
contingent et transitoire de son objet devait être racheté par le pompe de l'éloge ou 
du blame. La cuisine s’est toujours avancée [...], masquée derrière une terminologie 
plethorique et ornementale [...]’. See also Michel Jeanneret, Des mets et des mots: banquets 
et propos de table a la Renaissance, Paris, 1987. 

^ Plato, Complete Works, ed. John M. Cooper, Indianapolis, 1997, p. 809. 


INTRODUCTION 3 


Beside Plato, another of Montaigne’s sources for the comparison of 
eloquence and cookery is one of Erasmus’s Colloquies, entitled Colloquium 
dispars [A Feast of Many Courses] (1527)? This dialogue brings together 
a certain Apitius (who has the same name as the most famous culinary 
expert of Antiquity, the author of a treatise on cooking entitled De re 
coquinariaf and Spudus (‘earnest’, ‘serious’). Preparing a dinner, Spudus 
asks Apitius for advice, which is given in terms of rhetorical dispositio: 


Spudus. [...] But how often shall I change dishes? 

Apitius. How many parts has a formal speech? 

Spudus. Five, if Um not mistaken. 

Apitius. How many acts to a play? 

Spudus. I’ve read in Horace that it should no longer than five acts. 

Apitius. Change dishes often enough to have a soup for prologue and a 
conclusion or epilogue of various desserts. 

Spudus. What order of dishes do you recommend? 

Apitius. The same order Pyrrhus used in battle. 

Spudus. What do you mean? 

Apitius. As in speech, so at dinner, the prologue should not be elaborate. 
Furthermore the epilogue should be approved for its variety rather 
than its lavishness [...] (p. 379-380). 


In a humorous manner, the gourmet Apitius associates rhetorical dispo- 
sition with the principles of ordering and structuring of theatre and mil- 
itary science, and applies principles borrowed from these three, more or 
less elevated disciplines to the lowly culinary art. The rules of disposi- 
tion (for instance the ordering in five parts) are unquestioningly con- 
sidered something universal and natural. This is in accordance with 
classical rhetoric which often considers the five-part ordering as an ordo 
naturalis on the sole argument that it occurs so frequently. The subject of 
rhetorical ordering is in comic contradiction with Erasmus's and Mon- 
taigne's embedding texts, which are not written according to the pre- 
fabricated dispositional model. Indeed, Montaigne's essays have a very 
loose rhetorical structure and are even (as we shall see) anti-rhetorical. As 
for Erasmus's Colloquia, the structural incoherence is not only proper to 


5 Erasmus's Colloquia were in Montaigne's library. See Pierre Villey, Les sources et 
l'évolution des Essais de Montaigne, Paris, 1908, t. I, p. 126. 

6 Edited in one volume with Suetonius's De claris grammaticis et rhetoribus, an ancient 
edition of the De re coquinaria (Venice, around 1500) reaffirms the relationship between 
cookery and rhetoric. Its title page alludes to the Gorgias: ‘Hanc Plato adulatricem 
medicinae appellat. 

7 Erasmus, The Colloques, translated by Craig R. Thompson, Chicago-London, 
1965. 
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the genre of the dialogue, but is in this case especially underlined by its 
title, Convivium dispars. The paradox is even greater when one considers 
that according to classical rhetoric everything which deviates from the 
ordo naturalis is labeled ‘artificial? whereas the old genre of the dialogue 
as well as the young genre of the essay claim to be ‘natural’. 

It is this tension between ‘conventional’ and ‘deviant’, between rhet- 
oric and anti-rhetoric in the practical context of literary disposition, 
that forms the point of departure of this study. This study gives new 
interpretations of a number of well-known texts (by Rabelais, Du Bellay, 
Montaigne) and lesser known texts (emblematic fables) of the French 
Renaissance by focusing on their structure and the way in which this 
structure varies (or not) from the prescribed and preexisting models. 


2. Classical dispositio 


Where can these models be found? On the basis of the texts quoted 
above, one would expect that classical rhetorical dispositio 1s the model 
par excellence. This, however, is not an entirely unproblematic assump- 
tion. In his introduction to his chapter 7 on dispositio, Quintilian writes 
that it is difficult to give ‘some definite method’ for dispositio (and its 
correlates divisio, partitio and ordo):? 


[...] since there always has been an infinite variety of lawsuits, and in all 
the centuries there has never been found one Cause exactly like another 
In every respect, the pleader must use his good sense, be watchful, exer- 
cise Invention and Judgment, and seek his strategy in his own resources. 
(VII. Prooemium.4, p. 152) 


8 “This order given by nature, or habitually regarded as having been given by 
nature, is taken as the ordo naturalis. Thus the sequence exordium-narratio-argumentatio- 
peroratio, which correponds to the rules of the ars, is taken by some theorists as ordo 
naturalis (whereas deviation from it is characterized as ordo artıfıiosus)’. Heinrich Laus- 
berg, Handbook of Literary Rhetoric: A foundation for literary study, transl. Matthew Bliss et al., 
Leiden, 1998 [Munich, 1973 (2)], $448. 

9 "Let us take Division to be [...] the breaking up of a group of things into its 
individual members, Partition to be the breaking up of the individuals into their parts, 
Order to be the correct placing of things, linking what follows with what precedes, 
and Disposition to be the expedient distribution both of things and of parts under 
heir appropriate heads’ (7.1.1, p. 153). In spite of this promising definition, Quintilian’s 
actual use of these concepts is not always consistent and sometimes rather confused. For 
a discussion see Claudine Jomphe, Les théories de la dispositio et le Grand Oeuvre de Ronsard, 
Paris, 2000, pp. 29-37. My quotations from Quintilian's book 7 come from The Orator’s 
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In this introduction the applicability of rhetorical dispositio is seriously 
problematized. If it is not possible to give a method in juridical rhetoric 
(as is stated by Ouintilian), how could one formulate a method for lit- 
erary texts, characterized by the same or even greater ‘infinite variety’? 
This is a reason for Du Bellay not to speak of dispositio in his Deffence et 
illustration de la langue francoyse: 


Pour autant [...] que la disposition gist plus en la discretion & bon 
jugement de l’orateur qu'en certaines reigles & preceptes: veu que les 
evenements du tens, la circunstance des lieux, la condition des personnes 
& la diversité des occasions sont innumerables [...]!° 


Besides, things that in literary theory are normally connected with 
classical dispositio, as, for instance, the four or five-part structure of a 
discourse or the order of the topoi of a laus hominis, are not treated 
in Quintilian’s chapter on dispositio, but elsewhere in his De institutione 
oratoria (namely Inst. Or. Hl ar and IIL.7.10—25). Thus rhetorical dispositio 
is only of relative value for the practical analysis of literary texts—the 
only really interesting cases being those texts that more or less explicitly 
refer to the rhetorical model, like Rabelais's novels and Montaigne's 
Essais. This means that the compositional aspects of theatre and of 
collections of letters, poems or nouvelles, for instance, demand another 
approach. 

For the more general aspects, however, Quintilian's chapter is espe- 
cially interesting because of the metaphors he uses to underscore the 
importance of dispositio. 


But just as it is not enough in erecting a building simply to collect the 
stone and the timber and the other building materials, unless the hands 
of craftsmen are put to work to dispose and assemble them, also in 
speaking, however rich the material, it will be nothing but a random 
accumulation unless Disposition organizes it, links it all up, and binds 
it together. It 1s not without good reason that this 1s taken to be the 
second of the five Parts of Rhetoric, since without it the first is useless. 
That all the limbs have been cast does not make a statue: unless they 
are put together; and if you were to take some part of our bodies or 
those of other animals and exchange it with another, the result would 
be a monster [prodigium], though the body would have all the same parts 


Education, Books 6-8, ed. and transl. Donald A. Russell, Cambridge (Massachusetts) — 
London, 2001. 

10 Joachim Du Bellay, La deffence et illustration de la langue francoyse, ed. Louis Terreaux, 
Paris, 1972, p. 32. 
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as before. Even the slight dislocation of a limb destroys its former use 
and vigour, and armies in disorder are a hindrance to themselves. Some 
hold that the universe itself depends on order, and that if this 1s disturbed 
everything will perish; I do not think they are wrong. Similarly, if oratory 
lacks this virtue, it is bound to be in turmoil, drifting without a pilot, 
incoherent, repetitive, incomplete, wandering in the dark, as it were, in 
unknown places, with no fixed beginning or end, and guided by chance 
rather than by design. (Inst. Or. VII. Prooemium.3, p. 153) 


In this text, Quintilian compares rhetorical dispositio to ordering in some 
other fields: architecture, sculpture, medicine, military art and traveling. 
Most of these comparants!! are also often used in the other parts of classi- 
cal rhetoric, and are well known in Classical and Renaissance rhetoric 
and poetics, besides painting, astronomy, and so forth.? This means 
that whenever the text’s subject is painting, architecture, sculpture, etc., 
there 1s a great likelihood that these disciplines will be compared to 
rhetoric,—which implies that the comparant becomes comparé and vice 
versa. This is, for instance, particularly true for the Italian theorists of 
painting, sculpture and architecture, as is convincingly demonstrated 
by the works of Michael Baxandall (Giotto and the Orators), John Sum- 
merson (The Classical Language of Architecture), Thomas Puttfarken (The 
Discovery of Pictorial Composition) and many others. One can go a step fur- 
ther: the literary description of a human body or a work of art could 
contain, implicitly or explicitly, some metadiscursive allusions. Accord- 
ing to A. Kibédi Varga this even applies to all cases of literary ecphra- 
sis. And the final step in this direction implies the interesting cases 
where the describing text reflects in its form and structure the object 
described. To give some specific examples, which will be treated in 
more detail in this book: the Antiquitez de Rome of Du Bellay not only 
describes its architectural objects, but it also mimes them in its struc- 
ture. The same thing occurs in passages on human anatomy in Rabelais 
and on travel in Montaigne. It is notable that in imitating in their struc- 
ture their objects, these three texts pervert the original exemplarity of 
the comparants, as we saw them in Quintilian’s Prooemium. Du Bellay does 
not describe everlasting palaces and monuments, but ruins; Rabelais, in 


11 Comparant is a term in French stylistics used to distinguish between the comparé or 
object of comparison, and the comparant or object with which the comparé is compared. 

1? See, for instance, Perrine Galand-Hallyn, Le reflet des fleurs. Description et métalangage 
poétique d’Homere à la Renaissance, Geneva, 1994, pp. 142-161. 

13 A. Kibédi Varga, ‘Un métadiscours indirect: le discours poétique sur la peinture’, 
in Leo H. Hoek (ed.), La littérature et ses doubles, Groningen, 1985, pp. 19-34. 
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his ‘dissection’ of Quaresmeprenant, does not describe the anatomy of 
a beautiful human body, but of a monster, a prodigium (in Quintilian’s 
terms); and Montaigne’s observations on travel correspond to Quintil- 
lan's example à ne pas suivre: the traveler being ‘guided by chance rather 
than by design.’ 


3. Methods and limitations 


For the sake of clarity, it is useful to make a working distinction between 
the macro level of the whole and the micro level(s) of its constituent 
parts. These micro levels include both the lower strata of syntactic sen- 
tence structure (compositio in classical rhetoric) and the structure of the 
constituent text, for instance a sonnet in a cycle or collection. In this 
case, both micro levels can coincide, because the sonnet is often com- 
posed of one long sentence. The macro level embraces the higher level 
of the collection, i.e. collections of poems, letters, anecdotes, adages, 
etc. In most cases the micro levels are well documented, by both con- 
temporary and modern poetical theory—one thinks for instance of the 
numerous manuals on the art of letter-writing, of which Erasmus’s De 
conscribendis epistolis (1522) is the best known. Things, however, are not 
the same for the macro level: although every published letter collection 
is the result of auctorial and/or editorial dispositional choices, there 
seems to be no prescription nor theorizing at all for this type of collec- 
tion, as was recently stated by Jean-Philippe Beaulieu." As we shall see, 
a similar conclusion can be drawn about collections of poems. 

When dealing with such a wide-ranging subject as literary dispositio, 
it is crucial to impose some limitations. These limitations are made 
necessary, among other things, by the generic idiosyncrasies of dispositio: 
letter-writing and theatre, for instance, obey dispositional rules of their 
own, imposed by age-old prescriptions and theorizing, which became 
largely genre-specific.'^ This generic specificity is one of the reasons that 
the present book does not deal with theatre nor with correspondences. 


14 Jean-Philippe Beaulieu, ‘La dispositio du recueil épistolaire: unité et variété dans 
les Epistres d'Hélisenne de Crenne’, in Marie-Claude Malenfant and Sabrina Vervacke 
(eds.), Ecrire et conter Mélanges de rhétorique et d'histoire littéraire du XVIe siècle offerts à Jean- 
Claude Moisan, Québec, 2003, pp. 37-52. 

15 Essential in this development in theatre is, among others, Daniel Heinsius, De 
constitutione tragoediae (1611). 
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Another reason for their exclusion is that these and other genres 
have already been the object of much recent, able critical reflection. 
This not only applies to theatre (both the macro level of the play and 
the micro level of the constituent parts—acts and scenes)? and letter- 
writing (micro level)" but also to other genres as different as collections 
of proverbs,? commonplace-books,? nouvelles (especially Marguerite de 
Navarre’s Heptameron), epic poetry (especially Ronsard's Franciade),? and 
the ‘baroque’ novel, of which the dispositional novelties have been 
inspired by the recently rediscovered Greek novel?! Also, the impor- 
tant reflection of Ramus and his disciples on the role of dispositio and 
its delegation to dialectic? will not be treated in this book, but only 
touched upon as a counterexample to Montaigne’s essayistic writing. 

Given these limitations, within the vast field of literary dispositio this 
study focuses on three main topics, treated in three sections in chrono- 
logical order. The first and the third sections will be devoted to the two 
greatest prose writers at both limits of the French Renaissance: Rabelais 
and Montaigne. ‘The middle section will be devoted to poetry. This sec- 
tion deals with cases of problematic dispositio in the Antiquitez de Rome 
by Du Bellay, the Pierres précieuses by Remy Belleau, Petrarch’s In Morte 
di Madonna Laura (also known as his Visions), translated, rewritten, illus- 
trated and imitated by Clément Marot, Du Bellay, Jan van der Noot 
and Edmund Spenser and in the lesser-known genre of the so-called 
‘emblematic fable books’. 


16 Since Jacques Schérer, La dramaturgie classique en France, Paris, 1950, most critical 
reflection has however been focused on seventeenth-century theatre, although late 
Renaissance and baroque theater has also received some attention. 

17 See for instance the following recent studies: Claude La Charité, La rhétorique 
épistolaire de Rabelais, Québec, 2003; Guy Gueudet, L'Art de la lettre humaniste, ed. Francine 
Wild, Paris, 2004; Luc Vaillancourt, La lettre familière au XVIe siècle. Rhétorique humaniste de 
lépistolaire, Paris, 2004 (for the topicality of this subject, see the review of this study by 
Catherine Magnien in Bibliothèque d’Humanisme et Renaissance 67 (2005), pp. 541—545.) 

18 Jean Vignes, ‘Pour une gnomologie: enquête sur le succès de la littérature gnomi- 
que à la Renaissance’, Seizième Siècle 1 (2005), pp. 175-211. 

19 See Ann Moss’s seminal study, Printing Commonplace-books and the Structuring of Renais- 
sance Thought, Oxford, 1996. 

20 See Jomphe, Les théories de la dispositio, o.c. 

21 These novelties have been exposed by Jacques Amyot in the ‘Préface’ of his 
French translation of the Amours de Theagenes et Chariclée (1547). See, for instance, Terence 
Cave, ‘Suspense and the pre-history of the novel’, Revue de littérature comparée 70 (1996), 
Pp. 507-516. 

22 Nelly Bruyère, Méthode et dialectique dans l’œuvre de La Ramée: Renaissance et Age 
classique, Paris, 1984. 


INTRODUCTION 9 


Thus the present book has been conceived as a series of case-studies, 
which should ideally transcend the particular cases. Problematic order- 
ing will be framed in more general contexts, as, for instance, grotesque 
bodiliness in the case of Rabelais, historiography, gender, travelogue in 
the case of Montaigne, and imitation and intermediality in the case of 
the poets and the fabulists. In chapters 3 and 10 Rabelais’s and Mon- 
taigne’s seemingly disordered copia will be briefly considered as a reac- 
tion against the most thoroughly ordered systems of their time: the arts 
of memory in the case of Rabelais, and the Ramist method in the case 
of Montaigne. In order to frame the three sections of the book more 
precisely, there follow here a number of preliminary theoretical obser- 
vations, which are necessary to better understand my argument. 


4. Rabelais: playing with rhetorical dispositio 


The Prologue to Rabelais's first published book, Pantagruel (1532) an- 
nounces what Rabelais is going to do with rhetorical dispositio in the 
rest of his book, and m his ulterior works. At first sight, this text seems 
to lack any form, and to be written in a state of verbal drunkenness, 
according to its self-qualifications: ‘tonneau inexpuisible’, *vray Cornu- 
copie', ‘source vive et vene perpetuelle’. This indeed corresponds to 
the traditional image of Rabelais, well phrased in Ronsard's famous 
verses: ‘[le bon Rabelais, qui boivoit / Toujours ce-pendant qu'il vivoit 
[the good Rabelais, who always drank during his lifetime'].? Rabelais 
is assumed to have written in the same way as he emptied his bot- 
tle: in a single draught. A closer look reveals however that this drunk- 
enness is in fact a sobria ebrietas, a ‘sober drunkenness’, resulting in 
a well-organized text, drawn up following the rules of rhetorical dis- 
positio. Rabelais's Prologue to Pantagruel appears indeed to have been 
constructed according to the five parts of dispositi: it opens with an 
exordium, followed by a narratio, and a bipartite confirmatio, consisting of 
an argumentatio (or probatio) and a refutatio, the whole of the Prologue fin- 
ishing with a peroratio. These five parts are parodied by exaggeration or 


?3 Ronsard, ‘Epitaphe de François Rabelais’, in Œuvres complètes, éd. Jean Céard, 
Daniel Ménager, Michel Simonin, Paris (Bibliothèque de la Pléiade), 1993-1994, t. II, 
pp. 986-987. 

?* On this notion, see S. Dresden, Rabelais-Nuchtere dronkenschap [Sober drunkenness], 
Amsterdam, 1972. Med. der K.N.A.W., Afd. Lett. Nieuwe reeks, deel 35, no 4, pp. 174- 
210. 
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by inversion of their rules. The rule of captatio benevolentiae is parodied 
by exaggeration: the readers are flattered excessively: “Trèsillustres et 
trèschevaleureux cahmpions, gentilz hommes et aultres’ [Most illustri- 
ous and most valorous champions, [noblemen and others]? (Works 133)]. 
The narratio, according to the rhetorical manuals should be ‘clear’, 
‘plausible’ and ‘brief’. But the long, almost anacoluthic sentence of 
which this narratio consists is far from clear and brief, and it proposes 
an absurdity in contesting the imperishability of the printed word. The 
argumentatio 1s set up as a series of three arguments of increasing absur- 
dity: the Grandes Chroniques (1) help to regain a good humour (when read 
aloud after a failed hunting party), they are an infallible remedy against 
(2) toothache (when properly applied on both cheeks) and against (3) 
syphilis. One notes that the more absurd the argument becomes, the 
more it is underscored by figures of style like exclamation CO, quantes- 
fois’), subjection (‘que faisoient-ils alors?”) and ocular attestation (‘nous 
les avons veu’; ‘Et en avons veu’). These three arguments are as it were 
summarized by the argument ad ignorantiam” (‘Est-ce rien cela? Trou- 
vez moy livre, en quelque langue, en quelque faculté et science que ce 
soit, qui ait telles vertuz, propriétez, et prérogatives’),—a long and ele- 
vated protase, which finds its burlesque answer in the apodose: ‘[...] et 
je payeray copine de trippes’ [‘Find me a book, in whatever language, 
whatever faculty and area it may be, that has such virtues, properties, 
and prerogatives, and I'll pay for a pint of tripes” (Works 134)]. The 
refutatio (‘Bien vray est il que’ [Quite true is it’]) is immediately fol- 
lowed by a contra-refutation®® (‘mais elles ne sont pas à comparer à celuy 
dont nous parlons’ [‘but they are not be compared with the one we’re 
talking about’]) with a seemingly hard and verifiable argument: ‘de 
ladicte Chronicque Gargantuine [...] il [...] a été vendu des imprimeurs 
en deux moys, qu’il ne sera achepté de Bibles de neuf ans’ [‘for more 
of these have been sold by the printers in two months than there will 
be Bibles sold in nine years’ (Works 134)]. This argument however is 


25 Lausberg, Handbook of Literary Rhetoric, o. c., $294; Roland Barthes, ‘L’ancienne 
rhetorique’, Communications 16 (1970), pp. 172-229 (p. 216). 

26 Pierre Fontanier, Les figures du discours, Paris, 1977 [1830], pp. 374-375: ‘La Sub- 
jection subordonne et soumet en quelque sorte, à une proposition, le plus souvent 
interrogative, une autre proposition le plus souvent positive, qui lui sert de réponse, 
d’explication, ou de conséquence’. 

27 Bernard Dupriez, Gradus. Les procédés littéraires (Dictionnaire), Paris, 1980, p. 74: ‘[...] 
où l’on impose à l’adversaire le fardeau de la preuve du contraire”. 

28 Dupriez, Gradus, 0.¢., p. 392. 
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absurd, because there existed no popular French-language Bible edi- 
tion in those days.” The final part of the discourse is the place where 
‘all the floodgates of the emotions can be opened.’ This is also done by 
ironic exaggeration in an impressive series of imprecations?! addressed 
to those who are not willing to believe the orator's words.? 

The example of the Prologue shows us that Rabelais is playing with 
rhetorical dispositio, turning it into a source of merriment, but he is 
not really criticizing it, as will be done by Montaigne two generations 
later. This play with rhetorical conventions will be studied on the 
macro level of two whole books, namely Pantagruel and Gargantua, and 
on the micro level of a single episode, the Quaresmeprenant-episode 
(Quart Livre). These chapters are no more than soundings, showing 
Rabelais's preoccupation with dispositio and with rhetoric in general. 
However important the role of rhetoric may be, other approaches to 
the work do reveal the existence of other structural principles. Thus, 
for instance, Edwin Duval has convincingly proven the importance 
of the structural principle of concentric inclusion (according to the 
formula ABCDC’B’A) for the macrostructure of the Tiers and Quart 
Lwres and I have elsewhere demonstrated how, on a micro level, 
some of the episodes of the Quart Livre can be considered products 
of hypogrammatic derivation, i.e. these episodes function as textual 
remotivations of a preexisting kernel or hypogram (a proper name or 
an expression or proverb taken literally).** 

For humanist writers and readers ordering is not only at stake in 
the second part of classical rhetoric but also in its fourth part, memo- 
ria. A well-organized memory—be it an artificial memory or a well- 
trained natural one—is not only essential for memorizing speeches, it 
also makes 1t possible to improvise, to speak extempore, and to write 
copiously. The precise nature and utility of memory and its relation- 


?9 Marc Berlioz, Rabelais restitué. I. Pantagruel, Paris, 1979, p. 7. 

30 Lausberg, Handbook of Literary Rhetoric, o.c., § 436. 

31 For the serious form of imprecation, see Fontanier, p. 435-437; for its popular and 
ironic form, see M. Bachtin [Bakhtine], L'œuvre de François Rabelais et la culture populaire au 
Moyen Age et sous la Renaissance, Paris, 1970, 166 sq. 

32 For a more detailed analysis of the Prologue, see my ‘Le Prologue du Pantagruel: 
Une lecture’, Neophilologus 67 (1984), pp. 161-169. See also chapter 2 (in fine) of this book. 

33 Edwin M. Duval, The Design of Rabelais's Tiers Livre de Pantagruel, Geneva, 1997; 
Idem, The Design of Rabelais’s Quart Livre de Pantagruel, Geneva, 1998. 

34 The notion of ‘hypogram’ was coined by Michael Riffaterre. See my “Croquer 
pie’. Quart Livre, Ancien Prologue’, in Michel Bideaux (ed.), Rabelais-Dionysos. Vin, Car- 
naval, Ivresse, Marseille, 1997, pp. 97-108 (p. 97). 
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ship to copia and extempore speaking is much debated in the sixteenth 
century, more specifically in the so-called ‘Quarrel of the Ciceronians’, 
which opposed Erasmians to ‘Ciceronians’ such as Aleander, Dolet, 
J.C. Scaliger, and others. Rabelais, whose verbal drunkeness can be 
considered a hyperbolic version of this impromptu speaking, also has 
his word to say on this topic. He does so by creating some well-known, 
metadiscursive passages: his lines on wine (as opposed to oil) in his Pro- 
logue to Gargantua, and two episodes in the Fourth Book: one, beautiful 
but hermetic, on the frozen words, and the other, burlesque and over- 
explicit, on Priapus, the god of fertility. Chapter 3 intends to shed new 
light on these passages by relating them to the contemporary debate on 
memory and writing. 


5. Poetic Collections 


The four cases of poetic dispositio discussed in Part II of this book—Du 
Bellay's Antiquitez de Rome, Belleau’s Pierres précieuses, the French versions 
of Petrarch’s Visions and the emblematic fable books—are not directly 
related to classical rhetoric. Generally speaking, little theoretical atten- 
tion has been paid to the composition of poetic collections in the early 
modern period. This is due to the simple fact that early modern the- 
oretical treatises only speak in general terms of dispositio, whether it be 
the order of the individual poem or that of the collection of poems 
as a whole. For instance, Pierre de Ronsard, in his influential Abbregé 
de VArt poetique frangoys (1565), does not give any concrete advice or 
example: “Tu en pourras tirer les exemples des autheurs anciens et de 
noz Modernes qui ont illustré depuis quinze ans nostre langue, main- 
tenant superbe par la diligence d'un si honorable labeur’ (II, p. 1179) 
[You can find examples of this in the ancient authors and in our mod- 
ern authors, who have illustrated our language since fifteen years, our 
language which is now superb by the diligence of such a honorable 
labor]. Ronsard's observation shows that poetic disposition is of pri- 
mary importance, but the poetical treatises, curiously, give no prescrip- 
tions for it: for every poet, for every collection, disposition is always 
something to be reinvented anew. This means that dispositio presents 
one of the domains par excellence where the poet, within the limits of 


35 Ronsard, Œuvres complètes, o.c., IL, p. 1179. 
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emulative imitation (aemulatio, can prove his originality in relation to 
his predecessors. 

In ordering his poems the poet (or translator adaptor, editor and 
printer) has at his disposal a wide range of possibilities, which can 
vary from a complete absence of order to a thoroughly motivated 
structure. Examples of an ordo neglectus are the first editions of Alciato's 
Emblematicum libellus, based on the principle of cento. The opposite 
of the ordo neglectus is the thematic composition, according to which 
every poem has its fixed place. The later editions of Alciato's emblem 
books, from Barthélemy Aneau on, present an ordering based on the 
morals of the emblems (virtues, vices, Deus swe religio, etc.).? There are 
cases in which a moral or thematic ordering can require a continuing 
discourse starting from the beginning and proceeding until the end of 
the collection, as is noted by Thomas North in his fable book Morall 
Philosophie of Doni drawn out of the auncient writers (1570): "He that beginneth 
not to read thys Booke from the beginning to the end and that not 
advisedly followeth not the order he findeth written, shall never profite 
anything there by.’ 

Mostly, the underlying ordering principle remains implicit. In order 
to discover these implicit structures, one is forced to have recourse 
to modern theoretical reflection. But contrary to modern theories on 
drama, the novel or the individual poem, there does not exist any mod- 
ern theory on poetic collections. Although there has been a lot of schol- 
arship on individual collections or specific dispositional phenomena,” a 
general theory is lacking. As far as I know, the only example of such a 
theoretical reflection is provided by Evert van der Starre, who arrives at 
the following six-part working typology,” which I shall summarize here, 
and try to illustrate with sixteenth-century examples, without making 
any claim to be exhaustive. 


36 See Hessel Miedema, “The Term Emblema in Alciati’, Journal of the Warburg and 
Courtauld Institutes 31 (1968), pp. 234-250 gives the following definition of a cento: ‘a 
miscellany, assembled without being coordinated, an assortment, farrago’ (p. 246). 

37 Cf. Claudie Balavoine, ‘Le classement thématique des Emblemes d’Alciat: recher- 
che en paternité’, in Alison Adams and Anthony J. Harper (eds.), The Emblem in 
Rrenaissance and Baroque Europe: Tradition and Variety, Leiden, 1992, pp. 1-21. 

38 Quoted by Nora Rooche Field, ed., Arthur Golding, A Morall Fabletalke (unpublished 
Ph.D. dissertation Columbia University, 1979), pp. 62-63. 

39 See, for instance, Barbara Hernstein Smith, Poetic Closure: A Study of How Poems 
End, Chicago, 1968. 

40 Evert van der Starre, Au ras du texte. Douze études sur la littérature française de l’après- 
guerre, Amsterdam—Atlanta, 2000, pp. 41-45. 
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1. The collection’s ordering is based on formal principles. Van der 
Starre quotes some sophistically structured sequences, such as the 
French sonnet redouble (every line of the first sonnet or sonnet magıstral 
becomes the last line of one of the fourteen following sonnets) or 
its British counterpart, the so-called ‘crown of sonnets’ (for instance 
John Donne’s Corona). One can however also think of more down- 
to-earth cases, in which the poet or the editor/printer has ordered 
the collection by genre, putting together in separate sections son- 
nets with sonnets, epigrams with epigrams, etc. This is, at least 
since Clement Marot, the normal carly modern and modern way 
of editing oeuvres complètes. Other, more interesting forms of formal 
ordering are visible when there is a regular alternation of prose and 
poetry (as for instance in one of Gilles Corrozet’s fable books),* or 
of metrum (in his Antiquitez de Rome Du Bellay alternates decasyl- 
labic with duodecasyllabic sonnets). These formal alternations are 
often meaningful for the collection as a whole, but this should be 
decided for every individual case by looking at the presence of other 
ordering principles.” 

2. The collection’s ordering suggests, more or less explicitly, a chronol- 
ogy of creation of the constituent poems, or an autobiographical 
progress (which could be more or less fictional) of the poet or the 
lyrical subject. This is the case, for instance, in Petrarch’s canzoniere 
in general,? and, as we shall see in our chapter 6, his Visions in 
particular (the constituent poems narrating Laura's death and the 
poets mourning). 

3. The ordering is referential, i.e. it reflects the extra-literary order of 
the poems’ objects. This is for instance the case with the emblem 


# Gilles Corrozet, Le Second Livre des Fables d’Esope Phrigien [...] escrites en prose el vers 
Frangoys, avec leurs argumens, Paris, 1548. As Corrozet states in his Foreword, the novelty 
of this collection lies in a new disposition: ‘en changeant de disposition, et meslant la 
prose parmy les vers, à fin de contenter les amateurs de l'une et l'autre maniere de dire' 
(quoted by Gianni Mombello, Le raccolte francesi di favole esopiane dal 1480 ala fine del secolo 
XVI, Geneva- Paris, 1981, p. 121). 

#2 On generic poctic ordering, see also Olivia Rosenthal, ‘Philippe Desportes. Es- 
quisse d'une poétique des œuvres’, in Jean Balsamo (ed.), Philippe Desportes (1546-1606). 
Un poète presque parfait entre Renaissance et Classicisme, Paris, 2000, pp. 355-374. In her 
notes 3, 4 and 5 Rosenthal gives useful bibliographic references on ordering in French 
Renaissance poetry. 

#3 See Francois Lecercle, ‘La fabrique du texte: les commentaires du Canzoniere de 
Pétrarque à la Renaissance’, Etudes de Littérature Ancienne, t. 3, Le Texte et ses représentations, 
Paris, 1987, pp. 65-76. 
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books based on Natural History, for example those of Barthelemy 
Aneau and Guillaume Guéroult# (which are structured following 
the medieval bestiairies), or the Mikrokosmos by Laurens van 
Haecht? (structured according to the famous ‘Chain of Being’, 
beginning with the elements, and ending with Mankind and God). 
Some of the fable books I will study in Part II of this book have a 
tendency to group together all fables on lions, foxes, donkeys, etc. 
Later examples of fable collections are sometimes ordered into a 
hierarchic whole, beginning with all fables on lions and ending with 
fables on human beings. 

4. The order is thematic, ‘toutes les fois que le poète a groupé ensem- 
ble un certain nombre de poémes sur le méme sujet ou la méme 
idee’.* This definition shows that the differences with category (3) 
are not always sharp. Sometimes, however, both categories need 
to be well distinguished. Thus, the aforementioned Aneau editions 
of Alciato’s emblem book are in fact not ordered according to the 
objects described, but according to their moral messages. There 
is sometimes even an interesting contradiction between the third 
and the fourth principle. In the anonymous emblematic fable book 
L’Esbatement moral des animaux (1578) two fables on hedgehogs are 
put together, according to the third principle, but according to the 
fourth principle they are contradictory: in one fable the hedgehog 
symbolizes true Christian behavior, whereas in the following fable it 
symbolizes the Devil. 

5. The ordering is programmatic. This is the case when poems are 
intentionally placed at the most strategic places: the beginning or 
the end of the collection, or the exact middle. Sometimes collec- 
tions are ordered according to the principle of concentric inclu- 
sion, as is the case of the Bergerie (1565) by Belleau.” One of the 
most spectacular examples is Du Bellay’s Divers Jeux Rustiques (1558), 
which, contrary to the title’s promise of rustic and playful diversity, 
turns out to be an extremely sophisticated example of well-wrought 


# Barthélemy Ancau, Decades de la description des animaulx, Lyons, 1549 and Guillaume 
Guéroult, Second livre de la description des animaux contenant le blason des oyseaux, Lyons, 
1550. 

5 First edition in Latin (Antwerp, 1579); three French editions since 1589. 

^6 Van der Starre, Au ras du texte, 0.c., p. 42. 

47 See Guy Demerson, ‘Préface’, in Remy Belleau, Oeuvres poétiques II. La Bergerie 
(1565), Paris, 2001, pp. XXVII-XXIII. 


16 INTRODUCTION 


ordering: according to Helen O. Platt, the twenty-six poems of this 
collection are ordered as follows:* 








El 


1 2 3 4/5 6 7/8 9/10 11/1213 14 15/16 17/18 19/20 21 22/23 24 25 26 


Programmatic ordering also appears in numerology, a very sophis- 
ticated instance being Maurice Sceve’s Délie, obiect de plus haulte 
vertu (1544). This collection has an extremely complicated structure 
which has been summarized in the following way: 


Déle [...] is a collection of 450 poems: an introductory octet and 449 
sestets. [...] They are subdivided in 49 groups of 9, with 5 introductory 
and 3 closing sestets: 5 +7? X 37+ 3, food for cabbalistic speculation. Each 
group is preceded by an engraved emblem, provided with a motto [...] 
that usually conveys the conclusion of the poem following it. 


In our chapters devoted to Du Bellay and Belleau much attention 
will be given to numerology. Numerology is not only important 
when it concerns the number of poems in a collection, or a given 
section (the fact that the Antiquitez de Rome counts 16 pairs of sonnets 
plus an introductory sonnet, which produces a total of 33 sonnets— 
a number of perfection—1s highly important), but also when it con- 
cerns the numbered place a given poem occupies in the collection. 
This is the case for the 11th poem of Belleau's Pierres précieuses (11 
being the exact middle of the 21 [10+1+10] poems the collection 
counts), the 12th poem (12 being another number of perfection) and 
the 13th poem (13 being here as elsewhere an unlucky number). 

6. There is no apparent order. This is the ordo neglectus mentioned 
above. This could also be characterized as docta varietas, a term 
that I prefer to the one of ordo neglectus, because even the apparent 
absence of order implies an element of motivation, thereby exclud- 


48 Helen O. Platt, ‘Structure in Du Bellay's Divers Jeux Rustiques’, Bibliothèque d’Huma- 
nisme et Renaissance 35 (1973), pp. 19-37. 

49 Robert de Does, ‘Nawoord’, in Maurice Scéve, Délie. Beeld van allerhoogste deugd, 
transl. Robert de Does, Amsterdam, 1994, p. 138. See also Doranne Fenoaltea, ‘Sz haulte 
Architecture’. The Design of Sceve’s Delie, Lexington, 1982. 
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ing the possibility of total negligence. It is indeed not easy to order 
some hundred or more poems in such a way as to prevent any the- 
matic concatenation. 


Van der Starre’s typology is very useful in that it provides a checklist of 
different modes of poetic ordering. But, as most literary typologies, this 
checklist appears to be superseded by the practice of the collections— 
Van der Starre would be the first to admit this. Not only can a given 
collection be structured according to two or more of Van der Starre’s 
categorized principles, but the ordering can also come from quite other, 
external reasons, which have nothing to do with an underlying poetical 
design. 


6. Ordering in emblematic fable books 


Chapter 7 is devoted to a lesser-known but from the viewpoint of dispo- 
sitio very interesting genre: collections of emblematic fables. Because the 
corpus I study consists of fable texts always accompanying the same set 
of illustrations (made by Marcus Gheeraerts the Elder and by Aegidius 
Sadeler) the most important differences between the collections are to 
be found, not in their inventio but in their dispositio. Relatively invari- 
able as they are, these collections form a closed set, an 1deal object for 
investigating poetic disposition, almost a laboratory situation. Although 
the main accent is on the macrostructure of the collections, attention 
will also be paid to the microstructure of the individual fables. This is 
all the more important because the specific two-page lay-out of fable- 
text, illustration and accompanying texts (motto, subscription) points to 
a hybrid genre, created by Gilles Corrozet, and which I will label, in 
the footsteps of Barbara Tiemann and Alison Saunders, “emblematic 
fables’ .5° 

My perspective in treating these collections is necessarily diachronic, 
because the ordering of a given collection mostly appears to be a reac- 
tion to the directly preceding one. The dimensions of the corpus call for 


50 Barbara Tiemann, Fabel und Emblem. Gilles Corrozet und die französische Renaissance- 
Fabel, Munich, 1974; Alison Saunders, ‘Emblems and Emblematic Fables’, in Alison 
Saunders, The Seventeenth- Century French Emblem. A Study in Diversity, Geneva, 2000, pp. 21— 
64; Paul J. Smith, Het schouwtoneel der dieren. Embleemfabels in de Nederlanden (1567 — ca. 1670), 
Hilversum, 2006. 
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a broad discussion that largely transcends the narrow limits of French 
literature. My study of this corpus shows that poetic disposition is not 
only a tool for literary expression, aiming to inform the reader directly 
and overtly on the degree of imitation, emulation and originality of the 
collections at hand. It can also, indirectly, inform us about the material 
circumstances in which the collections were produced: the collabora- 
tion (or lack thereof) between poet/translator and illustrator, between 
poet/illustrator and printer. 


7. Montaigne and classical dispositio 


Montaigne's preoccupation with dispositio affects both the macro level 
and the micro level of his Essais. In order to situate our analyses of 
Montaigne, which are limited to the micro level of the chapter, it 1s 
important to make some preliminary remarks about the macrostruc- 
tural aspects of the Essais. The person who discovered the implicit over- 
all structure of the Essais was the novelist Michel Butor. In his Essas 
sur les Essais (1968) he pointed to the metatextual impact of the opening 
lines of Montaigne's Book I, chapter 28 On Friendship, m which Mon- 
taigne compares himself to a painter who, in the middle of his painting, 
makes room for an elevated classical picture, filling up the surrounding 
spaces with grotesques— qui sont peintures fantasques, n'ayant grace 
qu'en la varieté et estrangeté’ (I, 28, p. 181) [which are fantastical 
paintings whose attractiveness consists merely in variety and novelty? 
(Works 206)]. He continues by alluding to the age-old metaphor of 
the text as a body: ‘Que sont-ce icy aussi, à la verité, que crotesques 
et corps monstrueux, rappiecez de divers membres, sans certaine fig- 
ure, n'ayants ordre, suite ny proportion que fortuite?’ (I, 28, p. 181) 
[And in truth what are these Essays if not monstrosities and grotesques 
botched together from a variety of limbs having no defined shape, with 
an order sequence and proportion which are purely fortuitous?’ (Works 
206)|. Paradoxically, this explicit denial of any intended dispositio points 
to an important structural principle, namely the centripetal principle of 
the compositional middle. As the first book consists of 57 chapters, this 
centre is formed by chapter 29, the chapter following the one On Friend- 
ship. This chapter was destined to stay empty: originally it was intended 
for the highly controversial Contr’un of La Boétie. Then, in the editions 
published during Montaigne’s lifetime, chapter 29 contained 29 son- 
nets by La Boétie,—but as they had already been ‘published elsewhere’ 
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as is stated by Montaigne, La Boétie’s sonnets were removed from the 
Bordeaux Copy, chapter 29 remaining empty ever since. 

Butor’s interpretation has, of course, given rise to interesting psy- 
chological interpretations of the book’s centripetal structure (the empty 
middle symbolizing Montaigne’s mourning of the loss of his friend, 
his ‘grotesque’ texts being placed around this centre in order to hon- 
our his friend and preserve his memory, and to underline as it were 
La Boétie's superiority). Other critics, since then, have highlighted the 
slightly but intentionally unbalanced symmetry between the book's two 
halves around the centre, and they have extrapolized the hypothesis of 
centripetal organization to Montaigne's other books.?! 

Montaigne's preoccupations with centripetal ordering retrospectively 
confirm the analyses of textual macrostructure in Rabelais (Tiers and 
Quart Livres), in Du Bellay (Divers Jeux Rustiques) and Belleau (La Ber- 
gerie, Les Pierres précieuses). Despite all the individual differences between 
these authors, this type of a-rhetorical textual organization appears to 
be somehow characteristic of French Renaissance writing, —something 
that modern critics have just begun to become aware of. 

Contrary to the macro level, the micro levels have everything to do 
with classical rhetoric. As we have seen in the beginning of this intro- 
duction, Montaigne's Essais can be considered a criticism of rhetorical 
invention and disposition. In his chapter On books (II, 10) he harshly 
criticizes Cicero, using the same culinary metaphors as in his chapter 
on the vanity of words: 


Mais, à confesser hardiment la verité [...] sa façon d’escrire me semble 
ennuyeuse, et toute autre pareille facon. Car ses prefaces, definitions, 
partitions, etymologies, consument la plus part de son ouvrage; ce qu'il 
y a de vif et de mouelle, est estouffé par ses longeries d'apprets. [...] Py 
viens tout preparé du logis: il ne me faut point d'alechement ny de sause: 
je menge bien la viande toute crue; et au lieu de m'eguiser l'apetit par 
ces preparatoires et avant-jeux, on me le lasse et affadit. (I, 10, p. 393- 


394). 


[But to tell the truth boldly [...] his style of writing seems boring to me, 
and so do all similar styles. For his introductory passages, his definitions, 
his sub-divisions and his etymologies cat up most of his work; what living 
marrow there is in him is smothered by the tedium of his preparations 
[...] I leave home fully prepared: I need no sauce or appetizers: I can 


5! See, for instance, the recent synthesis given by André Tournon in his entry 
‘Organisation des Essais’, in Philippe Desan (ed.), Dictionnaire de Michel de Montaigne, 
Paris, 2004, pp. 737741: 
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eat my meat quite raw; and instead of whetting my appetite wit those 
preliminaries and preparations they deaden it for me and dull it. (Essays 


464)] 


Indeed, compared to classical dispositio, Montaigne's chapters go against 
any form of rhetorical ordering. In the practice of his writing Mon- 
taigne appears to skip the exordium (thus beginning in medias res), or to 
condense it to one or two kernel phrases (from which the chapter is 
unfolded in the way of a hypogrammatical derivation). The narratio, 
which should be brief and clear, is often scattered into in a number of 
loose anecdotes, or, in some cases, worked out into a long narrative (for 
instance Montaigne's relation of his falling off from his horse). Confirma- 
lio, refutatio, and digressio are sometimes lacking, and at other times are 
very present, and in the peroratio the recapitulatio is missing—the chap- 
ters often ending abruptly, or with a pointe. He claims not to need those 
dispositional parts that explicit the chapter's structure (like propositio, par- 
titio, and recapitulatio): 
J'entends que la matiere se distingue soy-mesmes. Elle montre assez où 
elle se change, où elle conclud, où elle commence, où elle se reprend, 
sans l’entrelasser de parolles de liaison et de cousture introduictes pour 
le service des oreilles foibles ou nonchallantes, et sans me gloser moy- 


mesme. Qui est celuy qui n'ayme mieux n’estre pas leu que de l'estre en 
dormant ou en fuyant? (III, 9, p. 974) 


[I intend my subject-matter to stand out on its own: it can show well 
enough where changes occur, where the beginnings are and the ends, 
and where it picks up again, without an intricate criss-cross of words, 
linking things and stitching them together for the benefit of weak and 
inattentive cars, and without my glossing myself. Where is the author 
who would rather not be read at all than to be dozed through or dashed 
through? (Essays 1126)] 


The fact that for most of his chapters, one can determine to what 
extent they deviate from the rules of rherorical dispositio proves that 
Montaigne, in writing his Essais, is always conscious of these rules. 

This does not mean that his chapters do not have any composi- 
tional structure at all. Sometimes this structure follows very globally 
the rhetorical dispositio, as is the case in his Apologie de Raymond Sebond, 
but mostly it does not. As is claimed by André Tournon, ‘the inter- 
nal organization of the chapters [...] could only be studied in mono- 
graphs'?—and this is what the last three chapters of this book will offer. 


52 Tournon, ‘Organisation des Essais”, o. c., p. 741. 
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My method is rather down to earth: I first try to give a schematic ren- 
dering ofthe basic argumentative structure ofthe chapter in question in 
its first strata (a), then I try to analyze how Montaigne, in the successive 
textual stratas (b) and (c), expands upon, questions and problematizes 
this underlying argumentation. While this method is very elucidating 
for the more or less coherent chapters I studied, chapters II, 32 and 
II, 35,9 it falls short in analyzing chapter III, 9 (On vanity), which I 
will study from the viewpoint of traveling,—traveling being both the 
chapter’s topic and its implicit metadiscursive metaphor: Montaigne’s 
writing is in the image of his traveling, and vice versa. Thus, the final 
part of my book finishes as did its first part, devoted to Rabelais, the 
other great prose writer of the French Renaissance: on the subject of 
spontaneous writing, 


55 Elsewhere I have applied the same method in analyzing chapters I, 52 and II, 
1: see Smith and Van der Toorn, “Science de gueule’ et Rhétorique’, o.c. and my 
‘Montaigne over dronkenschap’ [Montaigne on drunkenness’], in Remke Kruk and 
Sjef Houppermans (eds.), Een vis in een fles raki. Literatuur en drank in verschillende culturen, 
Amsterdam, 2005, pp. 167-178. 


PART I 


RABELAIS 


CHAPTER ONE 


PANTAGRUEL AND GARGANTUA 
AS MOCK BIOGRAPHIES 


Although much has been said on the general structure of Francois 
Rabelais’s first two books, Pantagruel (1532) and Gargantua (1535), almost 
no attention has been paid to their more specific biographical struc- 
ture.! This lack of attention in the biographical aspects of the two books 
is difficult to explain, especially since both books deal with biographies, 
albeit not of common people but of giants. The first book gives an 
account of the birth, youth, education and heroic deeds of the giant 
prince Pantagruel; the second one of his father, the giant Gargantua, 
king of Utopia, the never-never land Rabelais adapted from the English 
humanist Thomas More. 

Both books adopt, in a very precise way, the basic structure of clas- 
sical biography, which is formally prescribed by Greek and Latin epi- 
deictic (or demonstrative) rhetorical theory and practice. These mat- 
ters were well-known to Rabelais and his humanist readers: they had 
learned and practiced epideictic rhetoric in their school years, as its 
rules and topoi were stipulated in schoolbooks such as the so-called Pro- 
gymnasmata [Preliminary exercises], composed by Aphthonius, a Greek 
schoolmaster in the fourth century AD. 

It is not unthinkable that young Rabelais's first encounter with epi- 
deictic rhetoric came about through the Latin translation the Dutch 
humanist Rudolph Agricola made of this schoolbook. But he could also 
have (re)-encountered it, at a later age, in the original Greek version of 
the work, or in the edition by Reinhard Lorich (1546), who enlarged 
Agricola's translation with lengthy glosses and added new examples 
and exercises.? Most certainly, Rabelais read the prescriptions of epideixis 


l1 As far as I know, Gérard Defaux, in his edition of Pantagruel, Paris (Le Livre de 
Poche, 1994), is the only one in underlining some formal similarities between Pantagruel 
and two much read, but for the rest very different, biographies: the Vita of Giovanni 
Pico della Mirandola, written by his nephew Giovanni Francesco Pico at the end of the 
fifteenth century, and the Life of Apollonios of Tyana, composed in the third century A.D. 
by Philostratos. 

? I have consulted the following edition: Aphthont progymnasmata. Partim a Rod. Agricola 
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in the rhetorical handbooks of Cicero and Quintilian, both authorities 
well-known to him. He could have found the application of the epideic- 
tic rules in the enormous corpus of laudatory texts, ranging from the 
encomia by Isocrates, the classical and humanist praises of mortal men, 
classical hymns of the gods, medieval lives ofthe Saints, to classical and 
humanist biographies. 

Whatever his precise sources may have been (if there are any), the 
acquaintance with rhetoric Rabelais presupposes in his reader, allows 
him not only to adopt the epideictic structure of biography in his Pan- 
tagruel, but also to play with it, to parody and pervert it, and to turn it 
into a source of laughter? In the present chapter I hope to demonstrate 
furthermore how Rabelais also uses this biographical angle in his sec- 
ond book, Gargantua, but differently, not wanting to repeat mechanically 
the same biographical structure.* 

For reasons of clarity and concision, I will present the bulky and 
complex material in a rather schematic way. Treating each epideictic 
topos individually in the traditional, chronological order, I will first 
give a short definition of each topos considered, together, if necessary, 
with some brief considerations on the theory and practice of the topos 
in question. Secondly, I will demonstrate its presence and subversive 
reworking in Pantagruel. ‘Thirdly, the same will be done for Gargantua, 
with special attention for the significant differences between the two 
books in dealing with the topos considered. Bearing in mind that not 
every reader knows his Rabelais by heart, I will resume very briefly the 
essentials of the episode in which the topos in question occurs. 


After these preliminary remarks, let us look at the successive biographi- 
cal topor Rabelais uses, beginning with genus. 


partim a Io. Mana Cataneo, latinitate donata, cum scholiis R. Lorichu. [...], s. 1. Apud Iacobum 
Chouët, 1592. 

3 See also my ‘Rabelais: la préoccupation rhétorique”, Magazine littéraire, March 
1994, no 319, p. 48, and my ‘Fable ésopique et dispositio épidictique: pour une approche 
rhétorique du Pantagruel’, in Michel Simonin (ed.), Rabelais pour le XXIe siècle, Geneva, 
1998, pp. 91-104. 

* In the definition of the constituent topoi and their theory and practical use since 
Isocrates, I have largely profited from two seminal studies: Theodore C. Burgess, 
Epideictic Literature, Chicago, 1902 and Laurent Pernot, La rhétorique de l'éloge dans le monde 
gréco-romain, Paris, 1993. 
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a. genus. This topos deals traditionally with the patna (fatherland) of 
the person praised, his maiores (ancestors) and patres (parents): without 
exception all classical treatises consider genus as the appropriate begin- 
ning of a praise of man. That 1s the reason why the narrator of Panta- 
gruel, Alcofrybas Nasier (an anagram of ‘François Rabelais”), begins his 
narrative as follows: 


Ce ne sera chose inutile ne oysifve, veu que sommes de sejour, vous 
ramentevoir la premiere source et origine dont nous est né le bon Pan- 
tagruel. Car je voy que tous bons hystoriographes ainsi ont traicté leurs 
Chronicques, non seullement les Arabes, Barbares et Latins, mais aussi 
Gregoys, Gentilz, qui furent buveurs eternelz. (P 217) 


[It will not be a useless or idle thing, seeing that we are at leisure, to 
remind you of the first source and origin from which was born to us 
the good Pantagruel: for I see that all good historiographers have treated 
their Chronicles thus; not only the Arabs, barbarians, and Latins, but 
also the Greeks and gentiles, who were everlasting drinkers. (Works 137)] 


It is remarquable that in the following paragraphs Alcofrybas does 
not speak of Pantagruel’s native country (or town), but limits him- 
self to Torigine et l’antiquité du grand Pantagruel’, something which 
is announced in the very title of chapter 1. In doing so, he follows a 
customary practice in ancient biography? The term ‘antiquité’ maybe 
has a specific rhetorical signification: Quintilian? for instance, recom- 
mended to insist on the antiquitas of the (demi-)god, praised in the 
hymn. Alcofrybas's use of the term would imply that Pantagruel 1s not 
a common human being, but rather a kind of demigod. 

The genealogy, however, is by no means an obligatory element in 
ancient eulogy, but rather an exception than a rule. In using it Rabelais 
probably playfully alludes to the enthusiasm for genealogy kings and 
noblemen had since the early middle ages. The genealogy of Christ 
(Matthew 1: 1-17; Genesis 5 and 11) also comes to mind. In fact, 
Rabelais seems to pastiche the mechanical repetition of the Bible 
phrase structure with its recurring phrase ‘who begat. This is how 
Rabelais begins his genealogic list: 


Et le premier fut Chalbroth, 
Qui engendra Sarabroth, 
Qui engendra Faribroth, 


5 See Pernot, La rhétorique de l'éloge, o.c., p. 155. 
6 Quintilian III.7.8. See Pernot, La rhétorique de l'éloge, o.c., p. 226. 
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Qui engendra Hurtaly, qui fut beau mangeur de souppes, et regna au 
temps du deluge: 

Qui engendra Nembroth, 

Qui engendra Athlas, qui avecques ses espaulles garda le ciel de tumber 


(P 219) 


[And the first was Chalbrot, who begat Sarabroth, who begat Faribroth, 
who begat Hurtaly, who was a great downer of dips and ruled at the time 
of the Flood, who begat Nimrod, who begat Atlas, who by his shoulders 
kept the heavens from falling (Works 139)] 


And so forth. 

One notes the hyperbolic and burlesque treatment the theme of 
‘antiquity’ undergoes. Recently critics have emphasized the comic poly- 
valence of this genealogy. Two uses of genealogy seem to be the tar- 
get. On the one hand, Rabelais parodies some French nationalistic his- 
toriographers, like Jean Lemaire de Belges in his Illustrations de Gaule 
et singularitez de Troye (c. 1515), who mentions, in honor of the Royal 
House for whom he wrote his historical work, some giant ancestors in 
the genealogy of the French." While Jean Lemaire traces the geneal- 
ogy of the French kings up to Noah, Rabelais succeeds in ‘outdoing’ 
him in a hyperbolic and burlesque way by making the genealogy of 
his giants literally antediluvian: he traces it back to the slaughter of 
Abel by Cain (‘at the beginning of the world [...] soon after Abel was 
slain by his brother Cain’ (Works 137). On the other hand, Rabelais 
pastiches the above mentioned, biblical genealogy of Christ, mentioned 
above. Edwin Duval has pointed out that the number of Pantagruel's 
ancestors comes up to sixty-one, which is only one less than that of the 
biblical genealogy from Adam to Christ.? Thus, from the outset of the 
book, the christological impact of Pantagruel is stressed: the question 
how seriously this impact must be taken, remains however a point of 
discussion among Rabelais specialists, and goes well beyond the limited 
scope of this chapter. 

Turning to Gargantua, one discovers that here too in the opening 
sentences of the book, genus is mentioned as an obligatory topos, only 
to be ironically rejected: 


Je vous remectz à la grande chronicque Pantagrueline recongoistre la 
genealogie et antiquité dont nous est venu Gargantua. En icelle vous 


7 Walter Stephens, Giants in Those Days. Folklore, Ancient History, and Nationalism, Lin- 
coln and London, 1989. 
8 Edwin M. Duval, The Design of Rabelais’s Pantagruel, New Haven, 1991. 
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entendrez plus au long comment les Geands nasquirent en ce monde: et 
comment d’iceulx par lignes directes yssit Gargantua pere de Pantagruel: 
et ne vous faschera, si pour le present je m'en deporte. (G 9) 


[I refer you to the Pantagrueline chronicle to renew your knowledge 
of this genealogy and antiquity from which Gargantua came to us. In 
this you wil hear at greater length how the giants were born into this 
world, and how from them, in a direct line sprang Gargantua, father 
of Pantagruel; and you will not be angry if for the present I forbear. 
(Works 7)] 


Indeed, the first part of the chapter is devoted to the misuse of geneal- 
ogy in historiography, genealogy being a mere product of historical 
wishful thinking: 


Pleust à dieu q'un chascun sceust aussi certainement sa genealogie, 
depuis Parche de Noe jusques à cest eage. Je pense que plusieurs sont 
aujourd’huy empereurs, Roys, ducz, princes, et Papes, en la terre, les- 
quelz sont descenduz de quelques porteurs de rogatons et de coustrez. 


(G 9) 


[Would God that everyone knew his own genealogy as certainly, from 
Noah's Ark down to this day! I think that many today are emperors, 
kings, dukes, princes, and popes on earth, who are descended from relic- 
peddlers and firewood-haulers. (Works 7)] 


The differences between Pantagruel and Gargantua in handling the topos 
are evident: in the first book genus is a source of direct and hilarious 
parody; in the second book, Rabelais, not wanting to repeat the same 
comic procedure, rejects ironically the mere use of the genealogic part 
of genus. 


b. genesis. This topos is not limited to the mere birth of the person 
praised. Theodore Burgess explains: “This refers especially to any note- 
worthy fact preceding or attending the birth—an omen or a dream — 
signs that promise a superhuman destiny? 

The theme of portents and presages is largely exploited in Rabelais’s 
first book, in the same burlesque and hyperbolic vein we have seen 
above. In fact, the whole of chapter 2, entitled ‘De la nativite du 
tresredouté Pantagruel’ [‘Of the nativity of the highly redoutable Pan- 
tagruel’] is a long enumeration of miraculous events. Pantagruel’s birth 
is preceded by a long and miraculous period of drought, recounted with 
comic precision: 


9 Burgess, Epideictic Literature, o.c., p. 122. 
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Car il n'estoit arbre sus terre qui eust ny fueille ny fleur, les herbes 
estoient sans verdure, les rivieres taries, les fontaines à sec, les pauvres 
poissons delaissez de leurs propres elemens, vagans et crians par la 
terre horriblement, les oyseaux tumbans de l'air par faulte de rosée, les 
loups, les regnars, cerfz, sangliers, dains, lievres, connilz, belettes, foynes, 
blereaux, et aultres bestes l’on touvoit par les champs mortes la gueulle 
baye. (P 222) 


[[...] for there was no tree above the ground that had either leaf or 
flower. The grasses had no verdure, the streams and springs were dried 
up; the poor fish deserted by their elements wandered sceaming horribly 
about the land; the birds fell from the air for lack of dew; the wolves, 
foxes, stags, boars, deer, hares, rabbits, weasels, badgers, and other ani- 
mals, were found dead all over the fields. (Works 141)] 


Nomen est omen: the name Gargantua gives to his son is presented as a 
token: 


Car Panta en Grec vault autant ä dire comme tout, et Gruel en langue 
Hagarene vault autant comme alteré, voulant inferer, que à l'heure de 
sa nativité le monde estoit tout alteré. Et voyant en esperit de prophetie 
qu'il seroit quelque jours dominateurs des alterez. Ce que luy fut mon- 
stré à celle heure mesme par aultre signe plus evident. (P 224) 


[[...] for panta, in Greek, amounts to saying ‘all’ and gruel in Haragene 
amounts to ‘thirsty’; meaning to signify that at the time of his nativity the 
earth was all thirsty, and seeing in a spirit of prophecy that one day he 
would be the dominator of the thirsties, which was demonstrated to him 
at that very moment by another more evident sign. (Works 142)] 


This other ‘sign’ consists in the endless caravan of beasts of burden 
(68 mules, 9 dromedaries, 7 camels, and not to forget 25 cartloads), 
all packed with thirst-provoking aliments (salt, garlic, oignons, etc.), 
coming out of his mother’s belly and preceding the giant baby, who is 
born ‘tout velu comme un Ours’ [‘all hairy as a bear’]. This last aspect 
is also considered as a portent, as is pointed out by one of the midwives, 
who exclaims ‘en esperit prophéticque: ‘Il est né à tout le poil, il fera 
choses merveilleuses, et s'il vit il aura de leage” (P 224) ['[...] in a spirit 
of prophecy [...]: ‘He’s born with all his hair on, he'll do wonders; and 
if he lives, he'll be a grownup” (Works 142)]. 

The topos is exploited in a similar hyperbolic way in Gargantua, as 
the title of chapter 6 underlines: ‘Comment Gargantua nasquit en 
facon bien estrange’ [How Gargantua was born in a very strange fash- 
ion']. Gargantua's mother is indeed pregnant for eleven months, which 
foretells the great future of the babe, as 1s explained by Alcofrybas, 
‘autant, voire dadvantage, peuvent les femmes ventre porter, mesme- 
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ment quand c’est quelque chef d'œuvre, et personnage que doibve en 
son temps faire grandes prouesses’ (G 15) [‘For that long, indeed longer, 
can women bear a belly, especially when it 1s some masterpiece and a 
personage who in his time is to perform great feats’ (Works 12)]. In order 
to prove this, Alcofrybas uses a stock example of encomiastic rhetoric, 
the marvelous birth of Hercules, and a long list of authorities, medical, 
judicial and others, from Hippocrates to Servius, ‘et mille aultres folz’ 
[and a thousand other madmen']. Gargantua's birth itself takes place 
through his mother's ear, which is a hilarious adaptation of a popular 
legend saying that the conception as well as the birth of Christ took 
place through the ear of the Virgin.!° 


c. natura, that is, the nature, both physical (ex corpore) and mental (ex 
anima), of the praised person. The topos of natura often doubles other 
topoi, especially the topos of the virtus/virtutes (virtue(s)). Natura, however, 
generally concerns the first youth, that is, the age of nature and innate 
qualities; the virtutes concern the adult age, the age of consciousness 
and learning." A related problem is that information given in this 
topical framework may become too static, the description needlessly 
interrupüng the biographical narrative, which had only just begun. 
Therefore, as Pernot points out, encomiasts often skip the two topoi and 
give the necessary information in the following topoi, especially educatio 
(education). 

This last solution is opted for in Pantagruel, educatio immediately fol- 
lowing genesis (as we shall see). In Gargantua, however, things are differ- 
ent: following a common encomiastic practice, Rabelais first deals with 
the physical nature (ex corpore) of his young hero, and then with his intel- 
lectual capacities (ex anıma). The way he does this shows how Rabelais 
perverts this sacrosaint topos. Thus, young Gargantua 


portoit bonne troigne, et avoit presque dix et huyt mentons: et ne crioit 
que bien peu: mais il se conchioit à toutes heures: car il estoit merveil- 
leusement phlegmatique des fesses tant de sa complexion naturelle: que 
de la disposition accidentale qui luy estoit advenue par trop humer de 
purée Septembrale. (G 23-23) 


[[...] had a good mug and almost eighteen chins; and he yelled only a 
very little; but he beshat himself all the time, fore he was wonderfully 
phlegmatic in the buttocks, both by his natural disposition and by the 


10 See Huchon (ed.) in Rabelais, OC, p. 1078, n. 20. 
11 See Pernot, La rhétorique de l'éloge, o.c., p. 158. 
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accidental arrangement that had come to him from inhaling too much 


September broth. (Works 21) 


Special attention is given to an aspect that would be unthinkable in any 
serious laus hominis: the sexual precocity of the person praised: ‘et desjà 
commençoyt exercer sa braguette’ (G 35) ['[...] and already beginning 
to exercise his codpiece’ (Works 31)]—to the great delight of his gov- 
ernesses. His more intellectual capacities (his ‘esperit merveilleux’) are 
described upon at length in the same burlesque way. Chapter 12 (‘Des 
chevaux factices de Gargantua’ [Of Gargantua’s hobbyhorses’]) shows 
how the child is superiour in wit and wordplay to some noble visitors 
of his father, and chapter 13, one of the most scatalogical of the whole 
book, with the telling title: ‘Comment Grandgousier [his father] con- 
gneut l'esperit merveilleux de Gargantua à l'invention d'un torchecul’ 
[How Grandgousier recognized the marvelous mind of Gargantua by 
the invention of an ass-wipe’]. 


d. educatio. In the theoretical reflection on this topos one generally dis- 
tinguishes between the first youth and the education in the proper sens 
of the word (c£. Quintilian III.7.15: ‘ut in primis annis indoles, tum dis- 
ciplinae’; ‘that with respect to the first years [a person's| natural gifts 
are praised, then his diligence’).'? This distinction is reflected in chap- 
ters 4 and 5 of Pantagruel, as can be seen from their respective titles: ‘De 
l'enfance de Pantagruel’ [Of Pantagruel’s childhood’] and ‘Des faictz 
du noble Pantagruel en son jeune eage’ [‘Of the deeds of the noble 
Pantagruel in his youth’], which portrays Pantagruel as a student. In 
the childhood part of the topos, the supernatural is often stressed: stock 
examples are Achilles, who according to some was raised on the meat 
of ferocious animals, and Hercules, who killed two serpents in his cra- 
dle. Rabelais parodies these examples in a burlesque way: Pantagruel 
as a hungry baby eats a milkcow and an escaped bear, who comes too 
close to the cradle. The comparison with Hercules is explicit: 

Et n'estoit rien Hercules qui estant au berseau tua les deux serpens: car 


lesdictz serpens estoyent bien petitz et fragiles. Mais Pantagruel estant 
encores au berceau feist cas bien espouventables. (P 227) 


[[...] and Hercules was nothing, who, while in his cradle killed two 
snakes, for the said snakes were very small and frail; but Pantagruel, 
while still in his cradle, did some very frightful things. (Works 144—145)] 


1? For this and other references, see Pernot, La rhétorique de l'éloge, o.c., p. 162. 
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The educational part, inaugurated by chapter 5, extends to chap- 
ter 8, which deals more specifically with the virtutes (see below). 

With regard to Gargantua, we notice the enormous elaboration of the 
topos of education, in which Rabelais expresses in an unusually seri- 
ous way his ideas on ideal humanist education. Two educational sys- 
tems are opposed in two subsequent cycles. First there is the cycle of 
the abhorred scholastic teaching, represented, according to the view 
of the French Erasmian humanists, by the Sorbonne. The sorbonagre 
teaching, personified by ‘un grand docteur sophiste nommé Maistre 
Tubal Holoferne’, is the subject of chapter 14: ‘Comment Gargantua 
feut institué par un Sophiste en lettre latines’ [How Gargantua was 
instructed by a sophist in Latin letters'] and of chapter 21: *L'estude de 
Gargantua selon la discipline de ses precepteurs Sophistes’ [‘Gargan- 
tua's mode of study according to the teaching of his sophist tutors]. 
The whole scholastic system is presented as an enormous waste of time: 
the child is forced to learn by heart useless things and spends the rest 
of his time assisting thirty masses a day, playing more than two hun- 
dred games (duly enumerated in an enormous list), eating, drinking 
and sleeping. Diametrically opposed to this system 1s the ideal human- 
ist one, personified by the humanist teacher Ponocrates. The difference 
with the scholastic waste of time is underlined in the humanist cycle, of 
which the titles are telling: chapter 23: ‘Comment Gargantua feut insti- 
tué par Ponocrates en telle discipline qu'il ne perdoit heure du jour 
[How Pantagruel was taught by Ponocrates in suc a regimen that he 
did not waste an hour of the day’]; chapter 24: ‘Comment Gargantua 
employoit le temps quand l'air estoit pluvieux’ [How Gargantua used 
his time when the air was rainy]. 

In both Gargantua and Pantagruel we find educational features of the 
basilikos logos, the praise of the king, a subgenre of the encomium. This 
is not suprising, because the young princes Pantagruel and Gargan- 
tua are educated to become kings. Burgess, resuming the precepts of 
the Greek theoretician Menander, mentions among other things the 
king’s ‘natural ability, love of learning, his particular excellence in ora- 
tory, philosophy, use of arms’, features also mentioned and comically 
elaborated in Pantagruel and Gargantua.? To cite only some of the most 


13 On the whole, the global schema of basilikos logos, whose ‘main features are those 
of the encomium’ (Burgess, Epideictic Literature, o.c., p. 131), is to be found in the first two 
books of Rabelais. 
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striking examples of the two books: two whole episodes of Gargantua 
are devoted to the ‘natural ability’ of young Gargantua (the already 
mentioned chapters ı2 and 13). The opening and concluding sentences 
of chapter 8 of Pantagruel underline the giant’s ‘love of learning’: 


Pantagruel estudioit fort bien comme assez entendez, et proufitoit de 
mesmes, car il avoit l'entendement à double rebras et capacité de mem- 
oire à la mesure de douze oyres et botes d’olif (P 241); 


[Pantagruel studied very well, as you understand well enough, and prof- 
ited accordingly, for he had understanding enough for two, and a mem- 
ory with a capacity of twelve skins and bottles of oil (Works158)]; 


[...] le voyant estudier et profitter, eussiez dict que tel estoit son espoerit 
entre les livres, comme est le feu parmy les brandes, tant il l'avoit 
infatigable et strident (P 246). 





[[...] to see him study and progress, you would have said that his mind 
among the books was like fire amid the heather, so tireless and enthusias- 
tic it was. (Works 162)] 


Pantagruel’s ‘philosophy’ and ‘particular excellence in oratory’ con- 
stitute the subject of a series of three chapters which are a detailed 
account of Pantagruel’s judgment in ‘une controverse merveilleuse- 
ment obscure et difficile si Justement, que son jugement fut dict fort 
admirable'—'a marvelously difficult and obscure controversy, so justly 
that his Judgment was pronounced most admirable’ (title of chapter 10). 
The opening sentences of this cycle are illustrative, parodying this 
theme with comic precision: 


Pantagruel bien records des lettres et admonition de son pere, voulut un 
jour essayer son scavoir. De faict par tous les carrefours de la ville mist 
conclusions en nombre de neuf mille sept cens soixante et quatre en tout 
sçavoir, touchant en ycelles les plus fors doubtes qui feussent en toutes 
sciences. 


Et premierement en la rue du feurre tint contre tous les regens, artiens, 
et orateurs, et les mist tous de cul. Puis en Sorbonne tint contre tous les 
Theologiens par l’espace de six sepmaines depuis le matin quatre heures, 
jusques à six du soir: exceptez deux heures d’intervalle pour repaistre et 
prendre sa refection. (P 250) 


[Pantagruel, fully mindful of his father’s letter end admonitions, one day 
decided to test out his learning. Accordingly, at all the city’s crossroads 
he posted conclusions in the number of nine thousand seven hundred 
and sixty-four, in all fields of learning, in these touching on all the grave 
doubts there were in all these fields. 
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And first of all, on the Rue du Feurre, he maintained them against all the 
theologians, for a period of six wecks, from four o’clock in the morning 
until six in the evening, except for a two-hour interval for eating and 


refreshment. (Works 167)] 


These sentences allude rather to the biographies of philosophers (the 
contemporary humanist reader certainly would have picked up the 
playful allusion to the goo theses of Pico della Mirandola), than to 
the praises of kings. This, however, is not the case of the last category 
mentioned by Burgess, the king’s ‘ability of arms’. In Gargantua a long 
and detailed description is given of this more physical part of the 
education, and young Gargantua’s particular ability in it (G 67-69). 

The precise relationship between the two Rabelaisian books and the 
genre of the basılikos logos merits further investigation that ideally would 
include not only the particular Lives of the great kings of the past (like 
Alexander the Great) but also the more pedagogical genres, the Mirror 
of Princes, and, for instance, the Book of the Courtier by Castiglione (a 
book that is certainly known to Rabelais). 


e. virtutes. Although the virtues constitute a particularly important topos, 
its treatment in classical encomium 1s rather diffuse, as theory and 
practice change with the time. Although, according to Pernot,'* the 
lists of virtues vary considerably, the encomiasts often adopt, both in 
theory and in practice, the originally Aristotelian distinction between 
intellectual and moral virtues: ingenium versus mores (cf. Cicero, De oratore 
1I.46.343-344). 

It 1s evident that Rabelais, in order to assure the vivacity of his 
narrative, wants to avold any abstract and static enumeration of his 
heroes’ virtues. In doing so, he comes with a creative solution to the 
problem. In Pantagruel he has the original 1dea to insert the virtues in 
a letter written by the father Gargantua to his son Pantagruel, who is 
student in Paris (chapter 8). This letter is divided in two parts, based 
upon the distinction mentioned above between intellectual and moral 
virtues: ‘Parquoy mon filz je te admoneste que employe ta jeunesse à 
bien profiter en estude et en vertus’ (P 244) [‘Wherefore, my son, I 
exhort you to employ your youth to profit well in studies and virtues? 
(Works 161)]. The greater part of the letter is devoted to the estude of 
the young giant, his sctence; the last part deals with the more important 
moral virtues, his conscience: 


14 Pernot, La rhétorique de l'éloge, o.c., p. 166. 
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Mais par ce que selon le saige Salomon Sapience n’entre point en 
ame malivole, et science sans conscience n’est que ruine de l’ame, il 
te convient servir, aymer, et craindre Dieu, et en luy mettre toutes tes 
pensées, et tout ton espoir, et par foy formée de charité estre à luy 
adjoinct, en sorte que jamais n’en soys desamparé par peché. (P 245) 


But because according to Solomon the wise, wisdom does not enter into 
an ill-disposed soul, and science without conscience is but the ruin of 
soul—it behooves you to serve, love and fear God, and in Him put all 
your thoughts and all your hope; and by faith formed of charity, be 
adjoined to Him, in such a wise that you will never be sundered from 


Him by sin. (p. 162) 


The science Pantagruel acquired is put to the test in the following chap- 
ters 10-13, dealing with ‘une controverse merveilleusement obscure et 
difficile’. As we will see, Pantagruel's conscience 1s largely incorporated 
into the chapters dealing with facta (Greek: praxeis), the deeds of the 
person praised. 

In Gargantua, Rabelais treats the virtutes in a comparable way. The 
moral virtues are dealt with in the facta chapters, whereas the intellec- 
tual virtues are incorporated at length in the earlier mentioned educa- 
tional part of the book. 


£. facta / res gestae: memorable deeds. The theorists generally distinguish 
between ‘military’ and ‘pacific’ actions, that is, glorious deeds in war- 
time and those in time of peace. This distinction is put in practice in 
both Pantagruel and Gargantua, where the actions of the hero are in fact 
the materialization of his principal virtutes. 

In Pantagruel this can be seen in the episode of the Dipsodean war 
(chapters 25-29) and the post-war peace (chapter 31). It is indeed note- 
worthy that in the war episode the moral virtues (see above) of the 
hero are emphasized, not his superhuman strength. Victory is gained 
not by brute force, but by courage!5, faith!” and prudence." Justice and 


15 Cf. Pernot, La rhétorique de Véloge, o.c., p. 172. 

16 “[...] de couraige j'en ay pour plus de cinquante francs’ (P 316) [‘For courage, I 
have over fifty's francs’ worth’ (Works 226)]. 

17 ‘Pantagruel jectant ses yeulx au ciel se recommanda à Dieu de bien bon cueur, 
faisant veu tel comme s’ensuyt...’ (P 317) [‘Pantagruel, raising his eyes to heaven, with 
all his heart commended himself to God, making a vow as follows:...' (Works 226)]. 
Follows a long prayer. 

18 As is pointed out in the title of chapter 25: ‘Comment Panurge, Carpalim [...], 
compaignons de Pantagruel, desconfirent six cens soixante chevaliers bien subtilement’ 
[How Panurge, Carpalim [...], Pantagruel's companions, very subtle defeated six 
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clemency are practiced in the treatment of the prisoners after the war — 
elements which are elaborated in Gargantua. 

In fact, the long episode of the Picrocholine war (chapters 25-48), 
in which both Gargantua and his father Grandgousier are involved, 
is an apology of pacifism, as is seen in the title of chapter 28 (‘Com- 
ment Picrochole print d'assault la roche Clermauld et le regret et diffi- 
culté que fist Grandgousier de entreprendre guerre’ [How Picrochole 
took by storm La Roche Clermauld, and the regret and difficulty that 
Grandgousier felt about undertaking war’]), and in the letter Grand- 
gousier writes to his son: 


L'exploict sera faict à moindre effusion de sang que sera possible. Et si 
possible est par engins plus expediens, cauteles, et ruzes de guerre nous 
saulverons toutes les ames, et les envoyerons Joyeux à leurs domiciles. 


(G 85) 


[The exploit shall be accomplished with the least possible bloodshed and, 
if possible, by more expedient devices, stratagems, and ruses of war we 
shall save all the souls and send them back joyfully to their homes. (Works 


71] 


It is noteworthy that in the beginning of the war it 1s mostly the 
father who personifies the conventional virtues: faith (G 84 and 87), 
prudence,? clemency? Gargantua, however, soon takes his father's 
place with as much dignity: ‘Gargantua eut la charge totale de l'armée, 
son pere demoura en son fort’ (G 129) [‘Gargantua had entire charge of 
the army. His father stayed in his stronghold’ (Works 109)]. In his speech 
to the defeated, Gargantua proves that he has learned from his father's 
example. In this speech Gargantua stresses that clementia and benignitas 
have to be combined with zustitia, following the historical examples of 
Moses (‘le plus doux homme qui de son temps feust sus la terre)?! and 
Julius Caesar (‘tant debonnaire’ [‘so kindly’]), who knew how to punish 


hundred and sixty knights’]. This is in fact a lesson in strategic prudence given by 
Panurge to his friend and master Pantagruel, who wants to kill the ennemies ‘comme 
bestes’. Panurge answers: ‘Non, seigneur, il n'est de raison que ainsi faciez: mais au 
contraire retirez vous en la navire’ (P 303) [‘No, My Lord, it's not right for you to do 
that; but instead you pull back into the ship’ (Works 214)]. 

19 “Je le veulx, dist Grandgousier, bien entendre davant qu'aultre chose deliberer sur 
ce que seroit de faire’ (G 89) [T want, said Grandgousier, to understand him well before 
deciding anything about what is to be done’ (Works 75)]. 

20 Chapter 46: ‘Comment Grandgousier traicta humainement Toucquedillon pris- 
onnier’ ['How Grandgousier humanely treated his prisoner Blowhard’]. 

?! Sentence not translated by Frame. J. M. Cohen translates: 'I bear in mind that 
Moses, the meekest man that was in his time on earth, sharply punsihed the mutineers 


38 CHAPTER ONE 


severely. He also shows an exemplary generosity toward his companions 
(chapter 51: ‘Comment les victeurs Gargantuistes feurent recompensez 
aprés la bataille’ [How the Gargantuist victors were rewarded after the 


battle’]). 


g. finis hominis (Quint. IL.7.17-18). The death of the praised person is a 
topos which is not obligatory in the encomiastic practice. It is, of course, 
omitted in the encomia on living persons, or on the immortal gods, but 
it is part of a much practiced epideictic subgenre, the funeral eulogy. At 
first glance, there seems to be no trace of it in Pantagruel or Gargantua. 
But it can explain why the penultimate chapter of Pantagruel is about 
the illness of the giant, which almost causes his death: 


Peu de temps aprés le bon Pantagruel tomba malade, et feut tant prins 
de l'estomach qu’il pouvoit boire ny manger, et par ce q'un malheur ne 
vient jamais seul, luy print une pisse chaulde qui le tormenta plus que ne 
penseriez. (P 333)? 


[A short time after, the good Pantagruel fell ill and was so griped in the 
stomach that he could not eat; and because one trouble never comes 


alone, he got a case of hot piss that gave him more torment than you 
would think. (Works 241)] 


The seven above mentioned topoi are always preceded by a proemium and 
followed by an epilogue. With regard to the proemium, Burgess states that 
‘great freedom is allowed here; anything which the subject suggests"? 
Some constants of the proemium in general can be discovered in the Pro- 
logue of Pantagruel, especially those connected to captatio benevolentiae.” 
Of these, at least four are to be found in the Prologue of Pantagruel: 


1. The competitive relationship of Alcofrybas with his predecessors: 
the narrator presents this relationship in a deliberately complicated 
way, thus parodying the practice of huperoche, the ‘outdoing’ or 
Überbietung of the rivals.” Alcofrybas mentions ‘aulcuns livres dignes 
de haulte fustaye’ [certain topnotch books'], but, he continues, "ls 


and rebels among the Children of Israel’ (The Histories of Gargantua and Pantagruel, 
Harmondsworth (Penguin Books), 1955, p. 148). 

22 The remark ‘et par ce q'un malheur ne vient jamais seul’ is probably an allusion 
to another epideictic topos, tyche, the blind and often cruel fate. 

23 Burgess, Epideictic Literature, o.c., p. 122. 

?* Pernot, La rhétorique de l'éloge, o.c., p. 303. 

25 Cf. Ernst Robert Curtius, European Literature and the Latin Middle Ages, transl. Willard 
R. Trask, Princeton., 1973, pp. 162-165. 
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ne sont comparables à celluy duquel nous parlons’ [‘they are not 
to be compared with the we're talking about], being the Grandes 
Chroniques (the anonymous popular source of Rabelais’s first book). 
These Grandes Chroniques are, for their part, surpassed by an ‘aultre 
livre de mesme billon sinon qu’il est un peu plus equitable et digne 
de foy que n’estoit l’aultre’ [‘another book of the same caliber, were 
it not that it is a little more objective and trustworthy than the other 
one’). This ‘aultre livre de mesme billon’ is Pantagruel, the book the 
reader just opened. 

2. (Feigned) modesty towards the public (reader): ‘Je vostre humble 
esclave’ [‘I, your humble slave’], which is in comic contrast with the 
terrible imprecations Alcofrybas addresses his readers at the end of 
the Prologue. 

3. Personal connection with the person praised: ‘Pantagruel, lequel 
jay servy à gaiges dés que je fuz hors de page, jusques à present’ 
[‘Pantagruel, whom I have served as a menial ever since I got 
through as a page until the present]. 

4. Discrete eulogy of the public (reader), transformed hyperbolically 
into the apostrophe of the opening sentence of the book: “Tresillus- 
tres et Treschevaleureux champions, gentilz hommes, et aultres, qui 
voluntiers vous adonnez à toutes gentillesses et honnestetez’ [Most 
illustrious and most valorous champions, who gladly devote your- 
selves to all things nice and honorable] .?5 


Things are not the same in Gargantua. As Rabelais has exhausted the 
mere epideictic resources of the Prologue in his first book, he feels 
himself obliged to imitate other models in writing the Prologue of 
Gargantua. Among them is the traditional Foreword, where the author 
explains how his work should be interpreted.” 


As regards the epilogue, Pernot's summary of the practice of the enco- 
miasts is useful: ‘Parfois l'orateur se contente d'indiquer rapidement 
qu'il a terminé et qu'il estime en avoir dit assez [...] Il peut égale- 
ment [...] prendre congé de l'auditoire ou introduire la suite de la céré- 


26 In my article ‘Le Prologue du Pantagruel: une lecture’, Neophilologus 68 (1984), 
pp- 161-169, I have at length analysed the impact of rhetorical dispositio on the structure 
of the Prologue. See also the introduction, $4 of this book. Mireille Huchon (ed, 
D 1234 sq.) also points out Rabelais’s indebtedness to the Rhetorica ad Herennium. 

27 Ironically, the Prologue to Gargantua is the most discussed part of Rabelais’s work. 
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monie'.? Of this last aspect, Pernot cites the example of the conclusion 
of Lucian's Imagines: ‘We will make a book out of it’. 

All this is to be found in the epilogue of Pantagruel, which forms the 
book's final chapter (entitled ‘La conclusion du present livre et l'excuse 
de l'auteur ["I'he conclusion of the present book, and the author's 
excuse’]). In the opening sentences the narrator says good-bye to his 
audience (‘Bon soir messieurs’), announces rapidly the end of his story, 
and promises a continuation in another book: 


Or messieurs vous avez ouy un commencement de Phistoire horrificque 
de mon maistre et Seigneur Pantagruel. Icy je feray fin à ce premier 
livre: la teste me faict un peu de mal et sens bien que les registres de 
mon cerveau sont quelque peu brouillez de ceste purée de Septembre. 
Vous aurez la reste de l’histoire à ces foires de Francfort prochainement 
venantes [...]. (P 336) 


[Now, Gentlemen, you have heard a beginning of the horrific history of 
my lord and master Pantagruel. Here I shall make an end to this first 
book; my head aches a bit and I clearly sense that the registers of my 
brain are rather a bit muddled by this September broth. You shall have 
the rest of the story at these Frankfurt Fairs coming up soon [...]. (Works 


244)] 


In their vocabulary and syntax these lines are a pastiche of the con- 
temporary practice of school rhetoric, as can be seen from the above 
mentioned Zaus of Philip of Macedon by Lorich: 


Longe plura de tanto Imperatore dicanda essent, sed finem facio, con- 
templans meam dicendi facultatem longe inferiorem esse, quam ut tantis 
Philippi virtutibus par esse possit. (f? 144, v9) 


[Much more could be said about such a great Emperor, but I will make 
an end, considering that my abilities for rhetoric are by far insufficient to 
match the great virtue of Philip.] 


What we have observed for the use of the proemium im Gargantua, 1s all 
the more valuable for the use of the epilogue in this book. Rabelais, not 
willing to repeat himself, simply skips the epilogue, giving to his book a 
rather abrupt ending ın medias res. 


Before coming to our conclusion, let us recapitulate. We have demon- 
strated how Pantagruel, and in a lesser measure Gargantua, adopt the top- 


28 Pernot, La rhétorique de l'éloge, 0.c., pp. 309-310. 
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ical structure of epideictic rhetoric. For Pantagruel we have distinguished 
eight constituent parts. These are in chronological order the proemium 
(Prologue de T Auteur", genus (chapter 1: ‘De l'origine et antiquité du 
grand Pantagruel’), genesis (chapter. 2: ‘De la nativité du tresredoubte 
Pantagruel’), educatio (chapter 4: ‘De l'enfance de Pantagruel’; chapter 5: 
‘Des faictz du noble Pantagruel en son jeune eage’), virtutes (chapter 8: 
Letter of Gargantua to Pantagruel; chapters 10-13: ‘Comment Panta- 
gruel equitablement jugea d’une controverse merveilleusement obscure 
et difficile si justement, que son jugement fut dict fort admirable’ (title 
of chapter 10)), acta (chapter 25-31: the Dipsodean war), mors (chap- 
ter. 33: ‘Comment Pantagruel feut malade, et la façon comment il 
guerit’), epilogus (chapter 34: ‘La conclusion du present livre, et l'excuse 
de l'auteur). 

Such a distinction not only gives us the encomiastic framework of 
the first book, it also, indirectly, points out the episodes that at first 
sight do not fit in this framework. This is the case of chapter 3 (on 
Gargantua's mourning his wife who died in childbirth), chapter 6 (the 
Limousian student), chapter 7 (the library of the Abbey of Saint-Victor) 
and chapter 32 (the voyage Alcofrybas makes in the mound of Panta- 
gruel). These digressions, however, do not affect the basic structure of 
the book: 1n fact, chapter 3 belongs to genesis, chapters 6 and 7 belong 
to the educational cycle, and chapter 32 1s diegetically connected to the 
Dipsodean war episode. 

As can be seen from Pantagruel’s framework, there is one big gap 
in its structure: chapters 9 and 14-22, which form in fact the cycle 
of Panurge. Our analysis confirms the often admitted hypothesis that 
the Panurge cyclus is an added element. From a rhetorical point of 
view, the Panurgian cycle can be considered as a deliberate disconti- 
nuity by which the basic epideictic progress of the book is ironically 
suspended. It is to the humanist reader, well trained in rhetorics, to join 
in Rabelais's play, to recognize this ironic suspense, and to find out how 
Rabelais brings together the inserted, episodic story of Panurge and the 
epideictic biography of Pantagruel. 

Turning to Gargantua, we have already seen that this book 1s more 
remote from the epideictic standard model. Let us recapitulate: al- 
though the book has a proemium, this is not primarely a epideictic 
one. Genus is ironically rejected, mors and the epilogue are absent, 
whereas genesis, educatio, virtutes, and acta are well developed (if not, from 
a rhetorical point of view, overdeveloped). And, contrary to Pantagruel, 
nalura is given much attention in Gargantua. In Gargantua, Rabelais, 
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in order to avoid repeating himself, uses other structural principles, 
beginning and ending his narrative with an elaborated enigma. This 
inclusional structure announces the basic structure of the Tiers Livre, 
whose not epideictic, not even biographic narrative is surrounded by 
two paradoxical encomia. It shows us once again Rabelais's continual 
search for creative innovation. 

A final concluding word: our analysis made clear that in the case of 
Rabelais's first books the ‘pleasure of the text’ (to use a term of Roland 
Barthes) is a rhetorical one: it lies in the unexpected recognition of 
the underlying epideictic structure and its topoi unexpected, because, 
at first glance, the books seem about popular giant tales), and in the 
appreciation of their comic, more or less parodic and subversive rewrit- 


ing. 


CHAPTER TWO 


DISSECTING QUARESMEPRENANT 


1. Opening the body, opening the text 


In 1538 the learned printer and publisher Etienne Dolet issued a re- 
markable eulogy of François Rabelais, whose first two books he was to 
publish in 1542: Pantagruel (origmally published in 1532), and Gargantua 
(originally published in 1534). The speaker is the corpse of an executed 
criminal, who looks back in melancholy at his wicked life and well- 
earned execution in the form of a prosopopoeia (a figure of speech in 
which an inanimate thing is personified). His only consolation is that his 
body will be made available to science: he will be dissected by Rabelais, 
who was a prominent medical practitioner and personal physician of 
cardinal Jean du Bellay at the time.! 

Etienne Dolet’s poem was probably not only intended to praise the 
medical qualities of Rabelais. The theme of dissection and opening 
the body could be an implicit reference to the themes of Rabelais’s 
books that he was to print. Opening the body in search of deeper wis- 
dom corresponds to the symbolism of the legendary figures Socrates 
and Aesop, who combined an ugly deformed body with a hidden, 
inner wealth. Socrates is mentioned by Rabelais and associated with 
the silenus, a medicine pot painted with grotesque figures on the out- 
side, but which contains a curative. This comparison between Socrates 
and Silenus, which goes back to Plato (Symposium 215 a) and to which 
Erasmus devoted a well-known adage (Adagia III, 3, 1: Stlent Alcibiadis), is 
used by Rabelais in the prologue of his Gargantua as a symbol for the act 
of reading and interpreting (the title of Dolet's poem, also contains the 
word interpretante): the reader should not stop at the low, physical, literal 


! The title of Dolet's poem is Cuiusdam Epitaphium, qui exemplo edito strangulatus, 
publico postea spectaculo Lugduni sectus est, Francisco Rabelaeso Medico doctissimo fabricam corporis 
interpretante. The text can be found in Marcel De Greve, L’Interprétation de Rabelais au XVIe 
siècle, Geneva, 1961, pp. 43-44. 
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layer of interpretation of the text, but should open up the text in order 
to arrive at a higher, spiritual, metaphorical meaning. 

The comparison of the opening of an unsightly body with the act 
of interpretation is expressed even more clearly in the foreword to 
an anonymous French collection of Aesopian fables from 1548, that is 
evidently inspired by Rabelais’s Prologue to Gargantua: 


Amy Lecteur, le nom de l'Auteur et le titre de ce livre regardez seulement 
par dehors, t'ont fait froidement juger de cest œuvre, si bien que tu l'as 
eu jusques à present en moquerie et mespris. Et qu'ainsi soit, Je gage 
quand tu venois à penser à ce nom d'Esope que tu ne considerois qu'une 
personne en toutes sortes contrefaite, et mise en avant pour faire rire le 
monde: et quant au mot de fable, tu ne l'as entendu que pour mensonges 
et absurditez. Maintenant si delaissant l'escorce, tu venois à vivement 
gouster du fruict interieur, si oubliant la couverture de la bouteille tu 
venois à taster du vin precieux qui est dedans, si laissant là le corps 
d'Esope, tu venois à diligemment contempler la vivacité de son esprit, 
si ne prenant esgard à ce mot de fable comme tu l'as entendu autresfois, 
tu viens à contempler l'ymage de verite.? 


[Dear Reader, the name of the Author and the title of this book are 
only externals, they have made you judge this work coldly, so that you 
have held it in scorn and mockery until now. May it be so, I bet that 
when you thought of the name of Aesop you thought only of a person 
parodied in every way, and introduced to make people laugh; and as for 
the word ‘fable’, you took it to be but falsehood and absurdity. Now if 
you abandon the bark and taste the fruit inside, if you forget the outside 
of the bottle and taste the precious wine inside, if you leave the body 
of Aesop there and diligently contemplate the vivacity of his spirit, not 
heeding that word ‘fable’ as you had understood it before, you come to 
contemplate the image of truth.] 


2. Bodily presence in Rabelais 


More generally, Dolet's poem demonstrates the extreme forms of phys- 
icality which are omnipresent in Rabelais's work, and which I review 
here in their most salient forms by way of illustration and to set my sub- 
ject within a more clearly defined context. This physicality is already 
expressed in the first chapter of Pantagruel, the first book to be pub- 


? Cited by Gianni Mombello, Le raccolte francesi di favole esopiane dal 1480 alla fine del 
secolo XVI, Geneva-Paris, 1981, pp. 55-56. Mombello also makes the connection with 
the Prologue of Gargantua. 
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lished, in the attention that is paid to excrescences (excroissances) in the 
bodies of Pantagruel’s ancestors, who tucked into a good many ‘great 
medlars’ in the days of Abel and Cain. Some swelled up in the stomach, 
others in the shoulders (‘Les aultres enfloyent par les espaules, et tant 
estoyent bossus qu'on les apelloit montiferes, comme portemontaignes’ 
[‘they grew so hunchbacked that they were called Montifers, as if to 
say Mountain-bearers |), others in the penis (‘en sorte qu'ilz le avoyent 
merveilleusement long, grand, gras, gros, vert, et acresté, à la mode 
antique, si bien qu'ilz s'en servoyent de ceinture, le redoublans à cinq 
ou à six foys par le corps’ [‘so that theirs was wonderfully long, big, 
stout, plump, verdant, and lusty in the good old style, so that they used 
it as a belt, winding it five or six times around their body’]), or in the 
testicles, nose or ears (P 1, p. 218; Works 138—139). 

In contradistinction to these bodily excrescences are the forms of 
mutilation. The spectre of castration appears twice at the beginning of 
Gargantua—each time as a wish uttered by a woman, but immediately 
retracted. Gargamelle, the future mother of Gargantua, calls to her 
husband Grandgousier while she is in the agony of giving birth: 


*[...] Mais pleust à dieu que vous l'eussiez coupé. 

‘Quoy? Dist Grandgousier. 

‘Ha (dist elle) que vous estes bon homme, vous l'entendez bien. 

‘Mon membre (dist il)? Sang de les cabres, si bon vous semble faictes 
apporter un cousteau. 

‘Ha (dist elle) ja dieu ne plaise. Dieu me le pardoient, je ne le dis de bon 
cueur.’ (G 6, p. 21) 


[‘[.-.] But would to God you cut it off" 

*What?' said Grandgousier. 

“Hah!” said she. “You really are a fine one! You know what I mean.’ 

‘My member?’ said he. ‘By the nanny-goat's blood! If you see fit, bring 
me a knife" 

‘Ah!’ said she, ‘God forbid! God forgive me! I don't say that in earnest? 
(Works 19)] 


After Gargantua is born and is threatened by his nurses, who are 
impressed by his member, the following joke is made: 


*[...] par ma foy je la couperay doncques. 
*Ha couper, (disoit l'autre) vous luy feriez mal ma dame, coupez vous la 
chose aux enfans, il seroyt monsieur sans queue’ (G 11, p. 35) 


[[...] My word, then, DU cut it off? 
‘Huh, cut if off? said another. *You'd hurt him, Madam; do you go 
cutting their things off children? He’d be Sir No’tail.’ (Works 31)] 
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Mutilation also appears in connection with Epistemon, who ‘had his 
head chopped off (a pun in the French which has ‘la couppe teste’ 
instead of ‘la teste coupée’), which affords Epistemon the unexpected 
opportunity to travel to the Underworld. Or Captain Tripet, who— 
nomen est omen—dies because his tripes are removed. These belong to 
a long series of absurd deaths, of which many examples could be 
given: the Parisians who drown in the flood of urine that Pantagruel 
produces; the enemies who besiege the monastery of brother Jean: they 
are clubbed to death by the monk in a veritable comédie de la cruauté 
covering no less than three pages: 


Es uns escarbouilloyt la cervelle, es aultres rompoyt bras et jambes, es 
aultres deslochoyt les spondyles du coul [...] 

Si aulcun saulver se vouloyt en fuyant à icelluy faisoyt voler la teste 
en pieces par la commissure lambdoide. [...] Et si personne tant feust 
esprins de temerité qu'il luy voulust resister en face, là monstroyt il 
la force de ses muscles. Car il leurs transpergoyt la poictrine par le 
mediastine et par le cueur [...] 

Les ungs mouroient sans parler. Les aultres parloient sans mourir, les 
ungs mourolent en parlant. Les aultres parlant en mourant. (G 27, pp. 
79-80) 

[For some, he beat their brains out, for others he broke arms and legs, 
for others he dislocated the vertebrae of the neck [...] 

If anyone tried to get away in flight, he made that one’s head fly into 
pieces by rupturing the lambdoidal suture. [...] And if anyone was so 
seized by rashness that he tried to resist him face to face, there he showed 
the strength of his muscles, for he pierced right through the interior 
mediastine and the heart [...] 

Some died without speaking, others spoke without dying. Some died 
speaking; others spoke dying. (Works 67-68)] 


This scene of dismemberment is echoed throughout the work. For 
instance, Rabelais recounts how the legendary bohemian poet Frangois 
Villon plays a bloody trick on brother Tappecou by frightening his 
mare and making her bolt. Tappecou becomes entangled in the stir- 
rups: 


Ainsi estoit tramné à escorchecul par la poultre toujours multipliante en 
ruades contre luy, et fournoyante de paour par les hayes, buissons, et 
fossez. De mode qu'elle luy cobbit toute la teste, si que la cervelle en 
tomba prés la croix Osannière, puys les bras en pieces, l'un cà, l'aultre 
là, les jambes de mesmes, puys des boyaulx feist un long carnaige, en 
sorte que la poutre au convent arrivante, de luy ne portoit que le pied 
droict, et soulier entortillé. (OL 13, pp. 569-570) 
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[So he was dragged flayass by the filly, who kicked out against him 
harder than ever, always multiplying the kicks against him, and was 
straying off the road in her fright through the bushes, hedges and ditches. 
With the result that she quite bashed 1n his skull, so that the brains fell 
out near the Hosanna Cross; then came the arms, in pieces, one here, 
one there, likewise the legs; then she made one long carnage of the 
bowels; so that when the filly reached the monastery, all she bore of him 
was his right foot and the entangled shoe. (Works 466)] 


Birth in Rabelais is as absurd as death. Gargantua is not born through 
the usual channel: since his mother was administered ‘un restrinctif 
si horrible, que tous ses larrys tant feurent oppilez et reserrez, que à 
grande poine avecques les dentz, vous les eussiez eslargiz’ (G 6, p. 21) 
[‘a restringent so horrible that all her sphincters were contracted and 
tightened up to such a point that you could hardly have pried them 
open with your teeth’ (Works 20)], the child seeks an alternative exit: 

Par cest invenient feurent au dessus relaschez les cotyledons de la ma- 

trice, par lesquelz sursaulta l'enfant, et entra en la vene creuse, et gravant 


par le diaphragme jusques au dessus des espaules (oü ladicte vene se part 
en deux) print son chemin à gauche, et sortit par l’aureille senestre. (G 6, 
pp. 21-22) 

[By this mishap were loosened the cotyledons of the matrix, through 
which the infant sprang up into the vena cava; and, climbing up by the 
diaphragm up above the shoulders, where the said vein divides in two, 
took the route to the left, and came out through the left ear. (Works 20)] 


The contact with the outside world and with other bodies by means of 
the different bodily orifices often assumes perverse forms. The vagina 
(defined as *this manifest solution of continuity) appears in an absurd 
light in chapter 15 of Pantagruel, entitled ‘How Panurge teaches a very 
new way of building the walls of Paris’, in which Panurge proposes to 
surround Paris with a city rampart made of women's genitals, because 
they are the cheapest form of building material. The theme of the 
mouth is the basis of well-known episodes, such as the chapter on the 
pilgrims who are swallowed by Gargantua and manage to survive by 
crawling into a hollow tooth, or the episode of the Journey of discovery 
that the narrator Alcofrybas Nasier (an anagram of Francois Rabelais) 
undertakes in Pantagruel’s mouth, where he discovers a ‘New World’. 
Thematically linked with the bodily orifice 1s what emerges from 1t 
in literally gigantic quantities: trumpeting farts, piss and shit, sweat and 
tears. To conclude with a particularly tasteless example from Pantagruel: 
in answer to the question of why sea water is salty, the reply 1s that the 
world is a big body; the seas are the sweat of the earth, and sweat 1s 
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always salty—as the narrator claims: ‘ce que vous direz estre vray si 
voulez taster de la vostre propre ou bien de celles des verollez quand on 
les faict suer, ce me est tout un’ (P 2, p. 223) [which you will say is true 
if you will taste your own—or else that of the poxies when they make 
them sweat—1t’s all one to me’ (Works 141)]. 

It is not difficult to expand this list of bodily extremities with numer- 
ous other examples. From the perspective of the categories listed above, 
the human body is seen not as a static, perfect, complete, closed, inte- 
gral whole, but as a ridiculous, moving organism, subject to excres- 
cence, opening, mutilation and decay. The humour of Rabelais's work 
lies to a large degree in its challenge to the serious, classical picture of 
the human body? 

Readers’ reactions show that this humorous plethora of physicality 
has not always been appreciated over the centuries. That was the case 
among Rabelais's contemporary readers, who reacted strongly to his 
work but—remarkably enough—Jittle if at all to that physicality, nor to 
other aspects such as the politico-religious satire.* Since French classi- 
cism, however, with its aesthetic of bienseance, readers like La Bruyère 
and Voltaire have responded to other aspects of Rabelais's work, such 
as its excessive physicality. In the eighteenth and nineteenth century it 
was very common to issue Rabelais's work in bowdlerized form.? Read- 
ers from the postmodern era, who have grown accustomed to a good 
deal, also feel uneasy and are not sure how to handle all that physi- 
cality. My own qualifications like ‘tasteless’ or ‘absurd’ are a sign that 
classicist or Victorian standards of decency are still with us today. 

The examples mentioned so far concern the extremities of the hu- 
man body as an object of description; they do not illustrate, at a meta- 
level, the extremities of that description itself. The rest of this chapter 
will concentrate on this meta-discursive aspect of the description. 


3 See Mikhail Bakhtin, Rabelais and His World, tr. Helene Iswolsky, Cambridge, 1968. 
Bakhtin interprets Rabelais’s physicality (with its emphasis on the lower bodily func- 
tions and the open body) in terms of the popular tradition of carnivalesque reversal. 
The main objection that has been raised to this interpretation is that this reversal is 
not confined to popular culture (in reaction to official culture), but is also—above all— 
situated in an intellectual upper stratum. 

* See Marcel De Grève, L’Interprétation de Rabelais au XVIe siècle, o.c. 

5 Cf. Richard Cooper, ‘Le véritable Rabelais déformé’, in Paul J. Smith (ed.), Editer 
et traduire Rabelais à travers les âges, Amsterdam, 1997, pp. 195-220. 
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3. Quaresmeprenant: the carnival context 


Rabelais's Fourth Book, published in 1552, relates the marvellous voyage 
of the giant Pantagruel and the rogue Panurge on their quest for 
the oracle of the Divine Bottle. This book contains a very detailed 
description of a monstrous figure called Quaresmeprenant (Fastilent in 
the translation by Frame). This character is described (Rabelais uses the 
terms ‘anatomisé et descript) in four chapters by Xenomanes, one of 
Pantagruel's companions, whose name means "lover of what is strange 
or foreign’. Chapter 29 lists ‘ses vestemens, ses aliments, sa maniere 
de faire, et ses passetemps'; chapter 30 describes his internal body 
parts; chapter 31 describes his external body parts; and chapter 32 his 
‘contenances’. The descriptions in chapters 30 and 31 are in fact a long 
list of 77 plus 64 parts of the body, in which each part 1s compared with 
an object. Chapter 32 presents a summary of 36 (pseudo-Jactivities of 
Quaresmeprenant, partly in list form. The opening sections of chapters 
30, 31 and 32 can serve to illustrate this: 


Chapter 30: 


*Quaresmeprenant, dist Xenomanes, quant aux parties internes a, au 
moins de mon temps avoit, la cervelle en grandeur, couleur, substance, et 
vigueur semblable au couillon guausche d'un Ciron masle. 

Les ventricules d'icelle, comme un tirefond. 

L'excrescence vermiforme, comme un pillemaille. 

Les membranes, comme la coqueluche d'un moine. 

L'entonnoir, comme un oiseau de masson.’ 


[‘Fastilent has (or at least in my time had)’, said Xenomanes, ‘as for his 
inward parts, a brain comparable in size, colour, substance, and vigour, 
to the left ballock of a male hand-worm. 

'The lobes thereof, like an auger. 

The veriform excrescence, like a croquet mallet. 

The membranes, like a monk's cowl. 

The optic nerves, like a mason’s tray. ’] 


Chapter 31: 


*Quaresmeprenant, disoit Xenomanes continuant, quant aux parties ex- 
ternes estoit un peu mieulx proportionné: exceptez les sept costes qu’il 
avoit oultre la forme commune des humains. 

Les orteilz avoit, comme une espinette orguanisée. 

Les ongles, comme une vrille. 

Les pieds, comme une guinterne. 

Les talons, comme une massue. 

La plante, comme un creziou. 

Les jambes, comme un leure.’ 
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[‘Fastilent’, said Xenomanes as he continued, ‘as regards his outward 
parts, was a little better proportioned except for the seven ribs he had 
over and above the common form of humans. 

Toes he had like a virginal on an organ. 

Nails, like a gimlet. 

Feet, like a guitar. 

Heels like a mace. 

Soles of the feet, like a crucible. 

Legs, like a lure.’] 


Chapter 32: 


*Cas admirable en nature, dist Xenomanes continuant, est veoir et enten- 
dre lestat de Quaresmeprenant. S'il crachoit, c’estoient panerées de 
chardonnette. 

S'il mouchoit, c'estoient Anguillettes sallés. 

S'il pleuroit, c’estoient Canars à la dodine. 

Cas estrange. Travailloit rien ne faisans: rien ne faisoit travaillant. Cory- 
bantioit dormant: dormant corybantiant les oeilz ouvers [...] Rioit en 
mordant, mordoit en riant [...] Se baignoit dessus les haulx clochers, 
se selchoit dedans les estangs et rivieres. Peschoit en l'air, et y prenoit 
Escrivisses decumanes. Chassoit on profond de la mer, et y trouvoit 
Ibices, Styambouqs, et Chamoys. [...]’ 


[It's a natural wonder’, said Xenomanes as he went on, ‘to see and hear 
of the state of Fastilent. 

If he spat, it was basketfuls of wild artichoke. 

If he blew his nose, it was little salt eels. 

If he cried, it was ducks with onion sauce. 

Kal 
A strange case: he worked doing nothing, he did nothing working. He 
had eyes open sleeping, slept having his eyes open [...] He laughed as 
he bit, bit as he laughed. [...] He bathed on top of high steeples, dried 
himself in ponds and streams. He fished in the air and there caught 
decuman crayfish. He went hunting in the depths of the sea and there 
found ibexes, wild goats, and chamois [...]] 


This description of Quaresmeprenant should first of all be set in the 
immediate context of the Fourth Book. The episode forms a thematic 
unit with that of the monstrous whale (‘physetére’) and that of the 
Andouilles and the Saucisses, the living sausages that the travellers 
encounter '[o be precise, the whale episode 1s at the exact centre 
of the Fourth Book (chapters 33 and 34, out of a total of Gan The 


6 This was first pointed out by Edwin Duval and Gérard Defaux. See the latter’s 
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two other episodes are grouped around this centre, and the opposi- 
tion between Quaresmeprenant and the Andouilles is thematically and 
stylistically emphasised. Quaresmeprenant is a passive character, and 
this is expressed in a monotonous repetition of the same syntactic struc- 
ture each time; the Andouilles stand for the chaotic, which finds expres- 
sion in an extremely varied, almost chaotic style. 

This descriptive mimetism is very typical of Rabelais. For instance, 
the actions of characters who are bored during a period without any 
breeze are described in a monotonous series of sentences sharing the 
same syntactic structure. The storm scene, on the other hand, is 
couched in a turbulent style which ably expresses the atmospheric tur- 
bulences.’ 

The context can be qualified as carnivalesque. As his name indi- 
cates, Quaresmeprenant stands for Lent, while the Andouilles stand for 
Mardigras (Shrove Tuesday). Rabelais is here following a long literary 
and pictorial tradition of the allegorical battle between Lent and Car- 
nival, as represented not only in the work of Brueghel, but also in the 
Lean Kitchen and the Fat Kitchen of Jan Steen and many others.? 

Quaresmeprenant is a fish-eater, an emaciated, phlegmatic and me- 
lancholy person characterised by lethargy and apathy, while the An- 
douilles (whose essence is sausage and mustard) are sanguine and cho- 
leric. They take the company of travellers by surprise, while Quares- 
meprenant is a threat in the background (in fact, he is absent from the 
scene as a character; only his description is present). ‘The whale is nei- 
ther flesh (Carnival) nor fish (Lent), and thus forms the trait d’union 
between the two opposites. 

Rabelais’s religious satire depends on this thematic opposition.’ As 
an Erasmian humanist, he is caught between the hammer and the 
anvil, between fox and hound (in the words of his characters). Popish 
Rome, that propagates useless activities such as fasting, is mocked in 


edition of the Quart Livre, Paris, Livre de Poche (Bibliothèque classique), 1994, pp. 96-99 
and Edwin M. Duval, The Design of Rabelais's Quart Livre de Pantagruel, Geneva, 1998, 
chapter 3. 

7 Cf. Paul J. Smith, Voyage et écriture. Etude sur le Quart Livre de Rabelais, Geneva, 
1987, pp. 86ff. 

8 The most comprehensive study of this is Samuel Kinser, Rabelais’s Carnival. Text, 
Context, Metatext, Berkeley and Los Angeles, 1990. 

9 My interpretation does not take into account the analysis by Duval, o.c. Duval 
sees Pantagruel as the personification of the Pauline caritas, who, in contrast to his 
companions brother Jean and Panurge, tries to reconcile the two opposite forms of 
anticaritas, Quaresmeprenant and the Andouilles: ‘In every episode the hero intervenes 
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the person of Quaresmeprenant, while Calvinist Geneva is ridiculed 
through the Andouilles and the Saucisses (Rabelais points out the pho- 
netic similarity between ‘Suisses’ and ‘Saucisses’). As so often in Rabe- 
lais, this thematic opposition is problematic: what is the connection 
between Calvin and Carnival? Moreover, it is ambivalent: the An- 
douilles (symbol of Carnival) are expressly confused with the ‘anguilles’, 
Lenten eels.!° This theme is also reversible: after all, the Sausages 
are emblems of the easy-going, fat Papish life, while the emaciated 
Quaresmeprenant could refer to the strict and dogmatic attitudes of 
the Calvinists. This polysemy is not only thematic;!! it also affects the 
literary discourse itself, as we shall see. 


4. Quaresmeprenant: some literary theoretical aspects 


If we examine the Quaresmeprenant episode in itself, we have to dis- 
cuss some theoretical aspects of the description as a form of literary 
discourse. If an unfamiliar or monstrous creature is to be described ade- 
quately (that is, clearly and convincingly for the reader), the object in 
question has to be broken down into recognizable parts (the metonymic 
aspect of the description). These individual parts are described as visu- 
ally as possible, which in practice means that each one is implicitly or 
explicitly associated with something that is familiar to the reader (the 
metaphoric or analogic aspect of the description). Interpretation of 
a descriptive text in Rabelais boils down to the interpretation of the 
metonymic and analogic mechanism of the description. Questions that 


gently and inconspicuously, not only to reconcile hostile antagonists but to correct the 
various forms of anticaritas he finds in each island, supplementing caritas when it is 
deficient, supplying it when it is absent’ (p. 97). 

10 See Barbara C. Bowen, ‘Lenten Eels and Carnival Sausages’, L'Esprit créateur 
21 (1981), pp. 12-25. On the ‘Lenten elements in the Andouilles and [...] Carnival 
elements in Quaresmeprenant’, however, see Duval, o.c., p. 68, n. 4: “These are not 
an indication of ‘the doctrinal confusion which accompanies religious discord’ (Bowen) 
[...], but simply a graphic illustration of the essential equivalence of ‘Judaism’ and the 
‘flesh’, of observationes carnales and carnis’. 

1! In her edition of Rabelais’s Œuvres complètes, Mireille Huchon suggests (p. 1539) 
that Rabelais is punning on the two meanings of the name Quaresmeprenant: 1. the 
etymological meaning: ‘he who fasts’ (Quaresmeprenant is then the personification of 
Lent); and 2. the meaning that was conventional in the sixteenth century: the three 
days prior to Ash Wednesday. 

12 For a theoretical justification of the metonymic and metaphorical aspects of 
literary description, see Philippe Hamon, Introduction à l'analyse du descriptif, Paris, 1981. 
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arise from a metonymic perspective concern the scope, the sequence 
of the list, and the nature of the parts listed. Questions that arise from 
an analogic perspective concern explaining the comparison in terms of 
the nature ofthe images used, the so-called comparants (a term in French 
stylistics used to distinguish between the comparé or object of compari- 
son, and the comparant or object with which the comparé is compared). 

As an example of a more or less normally structured description, let 
us take Rabelais’s description of a tarandus: 


Tarande est un animal grand comme un jeune taureau, portant teste 
comme est d’un cerf, peu plus grande: avecques cornes insignes large- 
ment ramées: les piedz forchuz: le poil long comme d’un grand Ours: la 
peau peu moins dure, qu’un corps de cuirasse. (OL 2, p. 541) 


[A tarande is an animal the size of a young bull, with a head like a stag's, 
a bit bigger, with remarkable horns, broadly branched; its feet forked; its 
coat as long as a great bear's; its hide a little less hard than the body of a 
cuirass. (Works 440—441)] 


This description, which is indirectly based on Pliny the Elder,? can be 
found near the beginning of Book Four. It sets a bench-mark by which 
the reader can gauge whether and to what extent other descriptions are 
different. The comparants are here the size of a young bull, the antlers 
of a stag, the coat of a bear, and the hardness of a cuirass. All of 
these comparants refer to what is near at hand and familiar, and all but 
one of them refer to the familiar animal world. An important point 
is representability that is, the extent to which Rabelais's description 
makes it easy to imagine the animal: it can be recognised without any 
difficulty in the illustration of the tarandus to be found in the zoological 
work of Conrad Gesner from 1555 (Fig. 1). 

With these general theoretical premises at the back of our mind, we 
can now proceed to examine the description of Quaresmeprenant more 
closely. It contains a medical component, which has been excellently 
analysed by Rabelais critics, especially Marie Madeleine Fontaine, and 
a literary rhetorical side which has been neglected by the critics so far. 


See too my ‘Description et zoologie chez Rabelais’, in Y. Went-Daoust (ed.), Description- 
écriture-peinture, Groningen, 1987, pp. 1-20, an article that adumbrates the present chap- 
ter. 

15 Marie Madeleine Fontaine, ‘Une narration biscornue: le tarande du Quart Livre’, 
in Francois Marotin and Jacques-Philippe Saint-Gérand (eds), Poetique et narration. Mé- 
langes offerts à Guy Demerson, Paris, 1993, pp. 407-427. 
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5. Medical aspects of. Quaresmeprenant 


Both Dolet's eulogy, referred to at the beginning of this chapter, and the 
medical vocabulary of the passages cited above, confirm the influence 
of the world of medicine on Rabelais's work. The term used by Dolet, 
fabrica. corporis, is topical, because it occurs in the title of Vesalius's 
best-known anatomical work. That work was critical of Galen and 
Galenism, as it was represented in France by, among others, Sylvius 
(the mentor and later opponent of Vesalius, and a close acquaintance 
of Rabelais). Rabelais is well informed about the subject, because his 
publications include a scholarly edition of Galen's commentaries on the 
Aphorisms of Hippocrates. The description of Quaresmeprenant must 
be set in the state of medical knowledge at the time, including the 
controversy regarding the authority of Galen. It is noteworthy here that 
Rabelais knowledgably touches on several disputes without taking sides. 
As Marie Madeleine Fontaine notes: ‘Pun des fils directeurs de Rabelais 
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est [...] de prendre ses distances avec tout débat dès qu'il devient débat 
d'école". She therefore regards the episode of Quaresmeprenant not 
as a satire on the medical profession, but ‘comme une maniére de 
la vivre de l'intérieur dans des difficultés, étant bien entendu que le 
rire matérialise à la fois la suspension du jugement et le besoin de 
résolution’. 

If we take a closer look at this topicality of the description of Quares- 
meprenant,! the first feature to note is that the general sequence (first 
internal, then external) is that of dissection. In the practice of dissection 
the internal parts of the body are examined first because they are the 
first to decay The dissection of the internal body parts usually takes 
place from bottom to top, starting at the stomach and ending with the 
brain. This can be seen clearly in the official section reports of the 
time, such as that of the crown prince Francois who died prematurely 
in 1536.15 

Rabelais begins his description of Quaresmeprenant the other way 
round, for he starts with the brain and passes from there to the lower 
part of the body. He then proceeds to describe those parts that are 
present all over the body, such as the bones and the blood, and ends up 
at the head again with the ‘facultés de âme’: memory, understanding, 
judgement, imagination, and so on, which in the medical theory of the 
day were all conceived to have a fixed and demonstrable place in the 
head. 

The sequence of the description of the external parts of the body is 
not based on the practice of dissection, but on an anatomical descrip- 
tion. In this case it is even more obvious that the customary order 
has been reversed. It 1s usual to start with the head and end with the 
feet, while Rabelais begins with Quaresmeprenant’s toes and ends with 
his hair. This reversal could indicate not that Rabelais was opposed 
to the customary order of dissection and anatomy, but that Quares- 
meprenant himself is an unnatural creature. This interpretation 1s con- 
firmed by the end of the episode, in which Quaresmeprenant is com- 


4 Marie Madeleine Fontaine, ‘Quaresmeprenant: l'image littéraire et la contestation 
de l'analogie médicale’, in James A. Coleman and Christine Scollen-Jimack (eds), 
Rabelais in Glasgow, Glasgow, 1984, pp. 87-112, here p. 90. 

15 The following remarks draw mainly on Fontaine ‘Quaresmeprenant’, o.c., and 
Roland Antonioli, Rabelais et la médecine, Geneva, 1976. 

16 V-L. Saulnier, ‘La Mort du dauphin François et son tombeau poétique’, Bib- 
hothéque d'Humanisme et Renaissance 6 (1945), pp. 53-57 (cited by M. Huchon (ed.), o.c., 


PP- 1541-1542). 
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pared with the monstrous progeny of Antiphysie, anti-nature. The chil- 
dren of Antiphysie all walk on their head because this makes them cor- 
respond better to the original Platonic comparison of the human being 
with a tree. Plato's Timaeus contains the comparison of the human 
being with an inverted tree: the hair corresponds to the roots, the legs 
correspond to the branches. So if a person stands on his head, accord- 
ing to the fallacy of Antiphysie, he is closer to nature, and can be com- 
pared with an upright tree. 

Marie Madeleine Fontaine has demonstrated that Rabelais pokes fun 
at many other controversial aspects of the medicine of his day. The 
medical terminology that he uses makes striking use of a wide variety 
(learned terms of diverse provenance are mixed with French terms, and 
often with popular ones), in contrast to the medical practitioners of his 
day, who argued for more terminological uniformity and less ambiguity. 
Fontaine also mentions Rabelais's comic allusion to the well-known 
*mistakes of Galen’. The mention that Quaresmeprenant has seven ribs 
at the start of chapter 31 is an indirect allusion to the contemporary 
discussion of Galen. Galen states that the breastbone consists of seven 
parts. Vesalius’s dissection leads him to declare that it has only one part; 
according to Vesalius, Galen based his information on the section of a 
monkey. Charles Estienne arrives at a total of three, and attributes the 
seven to a different way of performing a section. Sylvius, finally, arrives 
at a total somewhere between two and six, but not seven; he attributes 
the difference to physical dissimilarities between the people of Galen’s 
time and those of his own day. The seven ribs in Rabelais are not only 
a comic reference to this discussion, but they could also be supposed to 
indicate that Quaresmeprenant is a sort of ape, half-human and half- 
animal. This interpretation is supported by Pantagruel, who remarks 
that he does not know whether Quaresmeprenant should be called a 
man (OL 32, p. 614). 

To turn from the metonymic to the analogic side of the description, 
we land in the middle of the debate on Galen and the analogic struc- 
ture of his anatomy. Many sixteenth-century medical practitioners tried 
to break with the use of analogy in anatomical description in one of 
two ways: by trying to produce a description without comparisons, or 
by making use of illustrations (those in Vesalius are the best known). 
However, there were also physicians like Sylvius who remained loyal 
to the analogic manner of description because they believed that the 
illustrations would stop their colleagues from conducting autopsies and 
acquiring practical experience of their own. 
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How is the description of Quaresmeprenant to be situated in this 
discussion? At first sight the comparants do what they are supposed to 
do, that is they provide a picture of the parts of the body in ques- 
tion. Attention has been drawn to the medical realism of the analogies. 
The best-known example of this is a curious study by the physician Le 
Double, Rabelais anatomiste, published in 1899. Following the scientific 
positivism of his day, Le Double tries to demonstrate that each com- 
parison is realistic, and he visualises this with numerous illustrations 
(Fig. 2). In doing so, as Fontaine has demonstrated, Le Double some- 
times misunderstands the comparants, and in other cases he lapses into 
anachronism (‘si jamais Rabelais voyait ‘les crémastères comme raquet- 
te’, encore faudrait-il que ce fût une raquette de jeu de paume en 1552, 
et non une raquette de volant en 1899, ou un battoir à tapis”). 

So Rabelais suggests medical precision, but actually seems to indi- 
cate that analogic description as practised by the Galenists does not 
work, certainly not when it 1s applied to excess, as in the description of 
Quaresmeprenant. 

However, this does not mean that Rabelais implicitly opted for illus- 
trations, as can be shown from a more literary rhetorical perspective. 
If Rabelais has a standpoint on this, it is implicit. In the debate on 
the use of medical analogies and medical illustrations, Rabelais opts for 
mediocritas, the intermediate position of common sense." 


6. Quaresmeprenant in rhetorical perspective 


Let us begin by stating that, generally speaking, the description is 
rhetorical rather than medical. One of the most prominent rhetorical 
manuals, the Rhetorica ad Herennium, which used to be assigned to 
Cicero, distinguishes between effictio (the physical portrait of a person) 
and notatio (the description of the character traits as they are expressed 
in the person’s actions): 


Portrayal (effictio) consists in representing and depicting in words enough 
for recognition of the bodily form of some person, as follows: ‘I mean 


17 This is in line with my interpretation of the zoological discourse in Rabelais. See 
my Aspects du discours zoologique dans le Cinquiesme Livre’, in Franco Giacone (ed.), Le 
Cinquiesme Livre, Geneva, 2001, pp. 103-113. 

18 According to Mireille Huchon (ed.), oc, p. 1235, Rabelais was acquainted with 
the Rhetorica ad Herennium, and the Prologue to Pantagruel is a direct satire on it. 
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him, men of the jury, the ruddy, short bent man, with white and rather 
curly hair, blue-grey eyes, and a huge scar on his chin, if perhaps you can 
recall him to memory’. This figure is not only serviceable, if you should 
wish to designate some person, but also graceful, if fashioned with brevity 
and clarity (breviter et dilucide). 


Character Delineation (notatio) consists in describing a person's character 
by the definite signs which, like distinctive marks, are attributes of that 
character. 


The author continues by presenting a very detailed example of the 
description of the actions of someone who pretends to be rich. He then 
goes on: 


Character Delineations of this kind which describe the qualities proper 
to each man’s nature carry very great charm, for they set before our eyes 
(ponunt ante oculos) a person's whole character !° 


This distinction between effictio and notatio runs through the descrip- 
tion of Rabelais's protagonist Panurge in chapter 16 of Pantagruel (‘Of 
the ways and dispositions of Panurge’), and, as Mireille Huchon has 
demonstrated, the character descriptions in Marguerite de Navarre's 
Heptaméron.? As far as Quaresmeprenant 1s concerned, the physical 
description in chapters 29, 30 and 31 belongs to the effictio, while the 
account of the contenances of Quaresmeprenant in chapter 32 belongs to 
the notatio. Rabelais's text contains a number of elements singled out by 
the author of the Ad Herennium, but in a more or less perverted form. For 
instance, a sequence 1s suggested in the brief physical description of the 
character: first of all a general impression (corresponding to the infor- 
mation contained in chapter 29); then a description of the hair, eyes and 
chin, that is, from above to below. This sequence, which is only incip- 
lently present in the text of the Ad Herenntum, 1s regulated in detail in 
later manuals, such as the medieval descriptio puellae, whose prescriptions 
can be found, for example, in Geoffroy de Vinsauf’s Poetria Nova.?! The 
reversal of this sequence in the description of Quaresmeprenant must 
therefore be set not only in a medical but also in a literary rhetorical 
tradition. 


1? Cited from the edition and translation by Harry Caplan, Loeb 1954. 

20 Mireille Huchon, ‘Definition et description: le projet de l'Heptaméron entre le 
Cameron et le Décaméron’, in Marcel Tetel (ed.), Les visages et les voix de Marguerite de 
Navarre, Paris, 1995, pp. 51-65. 

21 See, for example, Edmond Faral, Les arts poétiques du XIe et du XIIe siècle [...], 
Paris, 1923, pp. 74f. 
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Another important element in the passages from the Ad Herennium 
concerns the ideals of brevity and clarity. Rabelais perverts them both: 
the required clarity is only apparent, as we have already seen from a 
medical perspective. As for the ideal of brevity, it is all the more evi- 
dently perverted, a fact which is emphasised all the more by the typo- 
graphic form of the list. Both ideals play a role in a genre that lies at 
the foundation of Rabelais's novel: the writing of history. An important 
text in this respect is the historiographical treatise How to write history by 
Lucian of Samosata (second century AD). This work contains formula- 
tions of a number of rules, including brevity and clarity, which a good 
writer of history should observe. A historian may not get lost in end- 
less summaries of matters that are irrelevant to his purpose. Rabelais 
derived a lot from this work, both in serious form and in parody. When 
he perverts the rules for the writing of history, he is actually doing what 
Lucian himself did in his True History. In this work, which narrates a 
marvellous voyage, Lucian fails to observe the rules that he formulated 
himself. He does so in order to criticise bad historiography. Rabelais’s 
Fourth Book proceeds in the same fashion and makes use of the same 
procedures. Many examples could be cited: besides the exaggerated 
declarations of speaking the truth and the other forms of authentifi- 
cation (procedures that are closed to a good writer of history, or which 
may only be used with the greatest caution), it is above all the stylistic 
ideals of brevity and clarity that are made fun of by Rabelais.? 

Another point that emerges from the passage from the Ad Herennium 
concerns the expression ponunt ante oculos. This concerns a concept in 
classical rhetoric: evidentia, that is, the imaginative force of the descrip- 
tion, which presents the object described so vividly to the reader that 
he can imagine it as if he sees an illustration of reality.” The effictio and 
the example given logically concern a person who is not present but is 
re-presented in words that make him visible. 


?? On these forms of Lucianism in Rabelais, see esp. Huchon (ed.), o.c., p. 1216. The 
lack of brevity in the description of Ouaresmeprenant has another effect too, which can 
be found in every one of Rabelais's lists: the quantity of elements listed leads the reader 
to hesitate all the time between the whole and its parts, between the interpretation 
of the countless details and the overall interpretation of the cumulative description 
as a whole. On this effect on the reader, which is comparable to the effect that the 
composite paintings of Arcimboldo or Brueghel's works have on the viewer, see Smith, 
‘Description et zoologie”, o.c., p. 8. 

23 The terms hypotypose and enargeia are also found. The Rhetorica ad Herennium (p. 404) 
refers to demonstratio. 
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It is above all this evidentia that is comically perverted in the descrip- 
tion of Quaresmeprenant. One way in which this is done is by means of 
the comparants, which are unconventional in that they do not clarify or 
specify the comparés. Their effect is instead one of concealing and mys- 
tifying, because the comparé (the navel, for example) is compared with a 
disparate object (a hurdy-gurdy). It is as difficult for the reader to imag- 
ine something like this as it is to imagine ‘cranial sutures, like the seal 
ring of a papal fisherman’ (Works 505). Sometimes the arbitrary charac- 
ter of the comparison is emphasised because the comparant is chosen on 
grounds of homophony alone: ‘Les fauciles [forearms], comme faucilles 
[sickles]’. Usually, however, the comparison is a redundant tautology 
because it confirms what is already known. For instance, when Rabelais 
compares the morphology of Quaresmeprenant’s lung with a cope, or 
that of his heart with a chasuble, the reader who makes an effort can 
imagine something. But the information he is given does not tell him 
anything specific about Quaresmeprenant’s lungs or heart, because all 
lungs and hearts look like copes and chasubles. The obfuscatory effect 
of the comparants or their tautology undermines any form of evidentia a 
priori. 

This undermining character emerges clearly if one compares the 
description of Quaresmeprenant with other descriptions of people and 
animals in Rabelais. If we recall the description of the tarandus, the ani- 
mal can be visualised and the description corresponds to the illustration 
in Conrad Gesner’s Historia animalium. The same applies to other real 
animals, such as the flying fish: Rabelais’s description corresponds to 
the illustration in Pierre Belon’s La nature et diversité des poissons (1555) 
(Fig. 3). The descriptions of most of the characters can also be visu- 
alised; the reader’s impression of the figures of Panurge and frére Jean 
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will correspond roughly to the famous illustrations produced by Gus- 
tave Doré in the nineteenth century. 

None of this is true of Quaresmeprenant: it remains impossible to 
imagine him, even though the precision with which he is described 
suggests that he ought to be representable. 

Rabelais is here applying a comic procedure that he often uses in 
descriptive passages. Generally speaking, the longer and more precise 
the description, the greater the description’s representability, in other 
words, the greater the stimulus to the reader to imagine or illustrate the 
described object, or to imitate the described action in some other way. 
But if the reader applies this generally valid principle to the descrip- 
tive passages in Rabelais, he will be surprised. To cite two examples: 
several pages of Pantagruel contain a long description of a philosophical 
dispute between Panurge and Thaumaste, an English scholar, in ges- 
ture. The gestures are described with almost mathematical precision, 
and the reader is invited to mimic them. A reader who takes up the 
invitation, however, soon realises that he is making all kinds of obscene 
gestures. 

To take another example, the Fifth Book contains a very full account 
of a game of chess. Here too it 1s tempting to represent the game, 
in other words to play it out. Several attempts to do so have been 
made in the past which got as far as twenty moves on each side. 
However, if the text is strictly compared with these interpretations, 
it turns out that some tricks have been going on: certain moves are 
skipped for convenience's sake, and certain other moves are assumed 
for the same motive to be mistakes on Rabelais's part. Rabelais's game 
of chess has been examined by the Dutch philologist and chess expert 
C.FP Stutterheim, but in his reconstruction of the game Stutterheim 
did not get further than three moves on each side. Replaying the 
game inevitably reaches an impasse, in spite of the precise account that 
Rabelais seems to provide.” 

These descriptive examples of the language of gesture and the game 
of chess (and many others could be cited) indicate that evidentia in 
Rabelais often contains an aporia, a paradoxical moment that has been 
deliberately introduced by Rabelais. 


24 C. EP. Stutterheim, *Cassamus, Pantagruel en het spel der koningen’, in Eer is het 
lof des deuchts. Opstellen over renaissance en classicisme aangeboden aan F Veenstra, Amsterdam, 
1986, pp. 296-304, and Paul J. Smith, ‘Het schaakballet bij Rabelais', Bzzlletin 1996, 
no. 233, pp. 20-26. 
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This is also true of Quaresmeprenant. Every attempt to visualise him 
is doomed to failure, whether one thinks of the illustrations by Le Dou- 
ble, or the half-hearted attempts of Gustave Doré to capture him in an 
image. The comparisons that Rabelais specialists have made with con- 
temporary pictorial examples are inadequate too: Quaresmeprenant 
does not resemble the carnivalesque figures of Hieronymus Bosch or 
Brueghel, or the fantasies of François Desprez, illustrator of Les songes 
drolatiques de Pantagruel, or the composite portraits of Arcimboldo, or 
the geometric figures of Giovanbattista Braccelli (1607). The many 
failed attempts to bring the evidentia to life show that we are faced with 
an essential characteristic of Rabelais’s text which, while calling for 
an interpretation, blocks any unambiguous interpretation. In the last 
instance, then, the anatomy of Quaresmeprenant should be read meta- 
discursively as a humorous reflection on the possibility—and above all 
the impossibility—of medical and literary description. 


25 Interpretation of M.M. Fontaine, ‘Quaresmeprenant’, o.c. 
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RABELAIS AND THE ART OF MEMORY 


Since Frances Yates's pioneering study of the art of memory,! one does 
not need to stress the impact of this art on Renaissance thinking and 
writing. Humanists would not disagree with Quintilian, one of the 
most influential authorities in these matters, in qualifying memory (the 
fourth part of classical rhetoric) as the ‘treasure-house of eloquence,’ 
upon which ‘our whole education depends’ (Inst. or. X1.2.1.).? Moreover, 
in Quintilian’s time just as in Rabelais's, memory was closely related 
to the controverted notion of improvisation, which played a major 
role in the so-called ‘Quarrel of the Ciceronians.’ In the second half 
of this chapter, I will have the opportunity to consider this Quarrel, 
which opposed Erasmus and his followers (among whom Rabelais) to 
Ciceronian purists such as Aleandro, Dolet, Scaliger. But, first of all, 
I would like to distill out of Rabelais’s text his ideas about memory, 
beginning with the very first words of his prose-fiction: the opening 
lines of the Prologue of Pantagruel. Not surprisingly, these lines, in order 
to reaffirm, as it were, the topicality of the question, are about memory 
and memorization: 


Tresillustres et Treschevaleureux champions, gentilz hommes et aultres, 
qui voluntiers vous adonnez à toutes gentillesses et honnestetez, vous 
avez n'a gueres veu, leu et seu, les Grandes et inestimables Chronicques de 
Venorme geant Gargantua [...] Et à la mienne volunté que chascun laissast 
sa propre besoigne, ne se souciast de son mestier et mist ses affaires 
propres en oubly, pour y vacquer entierement sans que son esperit feust 
de ailleurs distraict ny empesché: jusques à ce que l'on les tint par cueur, 
affin que, si d'adventure l'art de l'Imprimerie cessoit, ou en cas que 
tous livres perissent, on temps advenir un chascun les peust bien au net 
enseigner à ses enfans, et à ses successeurs et survivens bailler comme 
de main en main, ainsy que une religieuse Caballe. [...] (P Prologue, 


213). 


! Frances A. Yates, The Art of Memory (Harmondsworth: Penguin Books, 1978, 
[1966]). 

2 Quintilian, Institutio oratoria, ed. and tr. H.E. Butler, London (Loeb), I-IV, 1920- 
1922. 
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[Most illustrious and most valorous champions, [noblemen and others, ] 
who gladly devote yourselves to all things nice and honorable, not long 
ago you saw, read, and came to know the Great and Inestimable Chronicles of 
the Enormous Giant Gargantua [...]. And it would be my will that everyone 
should leave his own job, take no heed of his trade, and forget about 
his own aflairs, to see to these entirely, without his mind being involved 
elsewhere, until he knew them by heart, so that if the art of printing 
ceased or in case all books perish, in the time to come they might be 
taught accurately to his children and pass them as if from hand to hand 
to his successors and survivors like some religious cabala. (Works 133)] 


Most interpretations of these lines? tend to underestimate the role of 
memory in the opening words of the Prologue. In opposing memory 
to printing, Rabelais seems to renew the ancient dichotomy between 
memory and writing. This dichotomy is to be understood, first of all, 
within the framework of the hermetic and cabalistic tradition to which 
the text refers. The esoteric knowledge of Hermes Trismegistus (linked, 
since Pico della Mirandola, with the secret books of the Kabbala)* is 
said to have been handed down via oral tradition, which was supposed 
to be more reliable than the written one. In the Life of Apollonius of Tyana 


3 Critics disagree in interpreting this part of the Prologue. 

Marc Berlioz: ‘Mais nous voyons plutôt là une attaque précise visant l’action du 
triumvirat composé du cardinal Duprat, du cardinal de Lorraine et du futur cardi- 
nal de Tournon qui, malgré le roi, avec l'aide de la Sorbonne, du Parlement de Paris, 
et s'appuyant sur les ordres mendiants, a entrepris, des 1523, de réprimer impitoy- 
ablement les idées nouvelles. C'est ce triumvirat qui, en 1530, proteste contre la créa- 
tion des Lecteurs royaux, et c'est encore lui qui, en 1536, demande la suppression de 
l'imprimerie! (Rabelais Restitué I. Pantagruel, Paris, 1979, p. 2). 

Guy Demerson: ‘Le mythe cauchemardesque de Fahrenheit 451 oà Ray Bradbury 
montre une utopie totalitaire imposant non seulement la censure mais la disparition de 
tout imprimé n'est pas une fiction; si, aprés l'Affaire des Placards, l'art d'imprimerie 
fut interdit par ordre du Roi, c'est que des 1532 les hommes obscurs conviaient déjà 
François Ier a en bannir l'usage! (Rabelais, Paris, 1986, p. 185). 

Daniel Ménager: ‘Crainte excessive, plaisanterie sans conséquence? Certainement 
pas. Bien des humanistes auraient pu l'exprimer, tant était fort chez eux le sentiment 
que les livres n'échappaient pas aux destins des civilisations et qu'ils étaient mortels eux 
aussi (‘La représentation du livre dans l’œuvre de Rabelais’, /ncidences 5 (1981), no 2-3, 
pp. 11-22 (p. 13)). 

Floyd Gray: ‘[The] suggestion that speaking affords a more reliable means of 
transmission than printing sets up an incongruity between what is being proposed and 
the manner in which it is reproduced, the conventions of printing serving to undermine, 
even contradict, the fiction of oral presentation’ (‘Rabelais’s First Readers’, in Raymond 
C. La Charité (ed)., Rabelais’s Incomparable Book: Essays on his Art, Lexington, Kentucky, 
1986, pp. 15-29 (p. 15). 

^ See Frances A. Yates, Giordano Bruno and the Hermetic Tradition, Chicago, 1982 


[London, 1964], pp. 84 
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by Philostratus, Rabelais could have read in a comparable context 
opposing book and memory: ‘[...] everything is worn and withered 
away by time, whereas time itself never ages, but remains immortal 
because of memory.” 

But, besides the oral tradition of arcane knowledge, there is also, 
audible to the cultivated sixteenth-century reader? an echo of the Pla- 
tonic myth of Thot (or Theuth). According to Socrates, this Egyptian 
god is the inventor of writing. He offers this pharmakon, this medicine, to 
King Thamus, who is not very enthusiastic about it. Writing, Thamus 
says, 


will produce forgetfulness in the minds of those who learn to use it, 
because they wil not practise their memory. Their trust in. writing, 
produced by external characters which are no part of themselves, will 
discourage the use of their own memory within them.’ 


As Jacques Derrida has remarked in his commentary on this passage, 
the term pharmakon is also used in a dysphoric way, meaning poison.? 
Without explicitly naming the myth of Thot, Rabelais seems to play 
with this ambiguous— positive and negative—connotation that writing 
has in the myth, just as he was to do with other Platonic myths: the 
Androgyne, the ‘inverted tree,’ and the ‘Sileni Alcibiadis.”° 


5 Philostratus, The Life of Apollonius of Tyana, ed. and tr. EC. Conybeare, London 
(Loeb), 1912, vol. I, p. 37 (L 14). On the importance of Apollonius, one of the out- 
standing representatives of hermetic tradition in the Pantagruel, see Gérard Defaux, "Un 
‘extraict de haulte mythologie’ humaniste: Pantagruel, Picus redivivus , Etudes Rabelaisi- 
ennes 14 (1977), pp. 219-264. 

6 Two examples: the myth of Thot is mentioned by Geoffroy Tory in the first 
chapter of his Champfleury (1529), which gave Rabelais the idea for the episode of the 
*Ecolier limousin’ (Pantagruel, ch. 6). Furthermore, in order to prove that, within the 
context of the emulation between the written and the spoken word, the cultivated 
sixteenth-century reader 1s immediately reminded of the myth of Thot, we may quote 
the example of Jean de Léry. This traveller mentions Thot in a passage on the oral 
culture of the Brazilian Indians (who ignore scripture, that ‘excellent don de Dieu’) and 
concludes contra Socrates that written tradition is much more trustful than oral tradition 
(Histoire d’un voyage fait en la terre du Bresil [...], 3e ed., n.p., 1585, p. 268). Lines that 
prove retrospectively the comic absurdity of Alcofrybas's advice to learn the Grandes 
Chronicques by heart. 

7 Plato, Phaedrus. ed. and tr. H.N. Fowler, London (Loeb), vol. I, 1919, p. 563 [= 
275A]. 

8 Jacques Derrida, La dissémination, Paris, 1972, pp. 69-197 (chap. ‘La pharmacie de 
Platon’). 

9 See Jerome Schwartz, ‘Scatology and Eschatology in Gargantua’s Androgyne 
Device’, Etudes Rabelaisiennes 14 (1977), pp. 265-275; Lionello Sozzi, ‘Physis et Antiphysie, 
ou de l’arbre inverse’, Etudes de Lettres (1984), no 2, pp. 123-133; Raymond La Charite, 
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In fact, the Socratic ideas on memory and writing are not fully con- 
sistent with Rabelais’s opinion. In other, more serious passages of his 
work Rabelais appears to be more favorably disposed towards writing 
and printing, ‘inventees [...] par inspiration divine, as we can read in 
the famous letter of Gargantua to Pantagruel (P 8, p. 246). Those, and 
other pedagogical passages show the decisive influence of Erasmus!’ 
on Rabelais’s ideas on memory, and through Erasmus, Quintilian, who 
says, contra Socrates, that repeated writing and reading of texts even 
helps us to memorize.! Following Quintilian, Rabelais, in the peda- 
gogical program he sets up for his giants, emphasizes the importance 
of memory without neglecting the role of writing and reading. These 
activities are, in a sense, at the very basis of memorization, as is implied 
in the letter of Gargantua to Pantagruel: ‘Qu'il ny ait hystoire que tu 
ne tienne en memoire presente, à quoy te aydera la Cosmographie de 
ceulx qui en ont escript. [...] Du droit civil, je veulx que tu saiche par 
cueur les beaulx textes [...]’ (P 8, p. 244) [Let there not be a history 
you do not have present in your memory, for which you will find help 
in the cosmography of those who have written about it’ (Works 161)]. 
Memorization here serves the educational principle of imitatio, accord- 
ing to the advice of Quintilian, who writes: ‘[...] for the purpose of 
learning by heart, passages should be selected from the orators, the his- 
torians or any other works that may be deserving of such attention' 
(Inst. or. 11.7.3).? In the age of humanism, this kind of pedagogical imi- 
tatio is realized by the so-called ‘note-book method,’ recommended by 
such scholars as Agricola, Erasmus (in his De copia), Melanchthon, and 
Luis Vives.! 

However, with regard to the role of making notes, Rabelais wants to 
avoid, it seems, any kind of excess. He condemns the ‘Gothic’ method 


‘Rabelais and the Silenic Text: The Prologue to Gargantua’, in Raymond La Charité 
(ed.), Rabelais’s Incomparable Book: Essays on His Art, Lexington, Kentucky, 1986, pp. 72— 
86. 

10 For a good introduction to Erasmian ideas on memory, see Jean-Claude Margolin, 
Recherches erasmiennes, Geneva, 1969, pp. 70-84 (chap. ‘Erasme et mnémosyne’). 

!! After having distanced himself explicitly from Plato (Inst. or. II.2.9), Quintilian 
continues: “Thus it results that after writing for several days with a view to acquiring by 
heart what we have written, we find that our mental effort has of itself imprinted it on 
our memory’ (Inst. or. 1.2.10). 

1? Quoted by Donald L. Clark, Rhetoric in Greco-Roman Education, New York, 1957, 
p- 170. 

13 See August Buck, ‘Die ‘Studia humanitatis! und ihre Methode’, Bibliothèque d’Hu- 
manisme et Renaissance, 21 (1959), pp. 273-290. 


RABELAIS AND THE ART OF MEMORY 69 


of making the child copy slavishly ‘all his books’ and all his lessons. It is 
indeed remarkable that young Gargantua, while following the humanist 
education, does not seem to take any notes. Erasmus writes in the 
conclusion of his De ratione studu: ‘I have never approved of youths 
writing down every word they hear, for this practice leads them to 
neglect the cultivation of the memory.” 

Rabelais also satirizes another ‘Gothic’ excess, which consists in 
learning by heart unnecessary things. Gargantua, subjected to his soph- 
ist teachers, has to learn to recite by heart back-to-front not only his 
alphabet (which costs him five years and three months of intensive 
study), but also the whole of the Donatus, including the glosses (which 
takes up thirteen years and ten months). Perhaps the worst thing in 
this 'Sorbonagrist memorization is, besides the complete uselessness of 
the material, the pupil’s total lack of understanding. In his colloquy 
Ars notoria, Erasmus advises: "Make it your first task [...] to understand 
the matter thoroughly; next to review it and repeat it frequently to 
yourself.’ 

This context reminds us of Quintilian’s advice on daily rumination 
of the material, that is ‘chewing the cud’ as he calls vin The daily 
practice of ruminatio brings us back to the ideal humanist education 
that Rabelais imposes on young Gargantua. While Gargantua gets 
dressed, ‘on luy repetoit les leçons du jour d’avant. Luymesmes les 
disoit par cueur: et y fondoit quelques cas practiques et concernens 
l'estat humain’ (G 23, p. 107) [‘they repeated to him the lessons of 
the day before. He himself would say them by heart and found on 
them a few practical cases concerning the human estate’ (Works 56)]. 
During the meals, the giant's ingurgitation of the dishes coincides with 
his absorption and rumination of knowledge. The young giant 


aprint en peu de temps tous les passaiges à ce competens en Pline, 
Athene, Dioscorides, Jullius pollux, Galen, Porphyre, Opian, Polybe, 
Heliodore, Aristoteles, Aclian et aultres. [...] Et si bien et entierement 


4 Erasmus, On the Method of Study, tr. and ed. Brian McGregor, in Collected Works of 
Erasmus, Toronto, vol. 24, 1978, p. 691. 

15 Erasmus, The Colloquies, tr. Craig R. Thompson (Chicaco: Chicago University 
Press, 1965), 461. 

16 <‘[...] Boys should [...] learn as much as possible by heart at the earliest stage, 
while all who, whatever their age, desire to cultivate the power of memory, should 
endeavour to swallow the initial tedium of reading and rereading of what they have 
written or read, a process which we may compare to chewing the cud’ (Inst. or. 
1.2.41). 
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retint en sa memoire les choses dictes, que pour lors n’estoit medicin, qui 
en sceust à la moytié tant comme il faisoit (G 23, p. 66). 


[he learned in a short time the passage pertinent to this in Pliny, Athe- 
naeus, Dioscorides, Julius Pollux, Galen, Porphyry, Oppian, Polybius, 
Heliodorus, Aristotle, Aelian and others [...] And he retained in his 
memory so well and entirely the things said, that for that time there 
was no doctor who knew half as much about it as he did. (Works 56)] 


The hyperbolic setting of this passage warns us that even in this rela- 
tively serious context the pedagogical ideal is sometimes perverted, as 
we can see in the following quotation: 


Puis [Gargantua] alloit es lieux secretz faire excretion des digestions 
naturelles. Là son precepteur repetoit ce que avoit esté leu: luy exposant 
les pointz plus obscurs et difficiles (G 23, p. 65), 


[Then [Gargantua] went to the private places to make an excretion of 
natural digestions. There his preceptor repeated what had been read, 
expounding to him the most obscure and difficult points. (Works 55)] 


lines on which Guy Demerson sensitively remarks in the notes of his 
edition: ‘cette rumination, en un tel lieu, des matières les plus difficiles 
à ingurgiter, n'est sans doute pas présentée sans ironie’.!” 

It is striking that Rabelais does not even mention the artificial ways 
of memorization, as, for instance, the ancient system of imagines and 
loci, which, colored with occultism and magic, became very popular in 
those days, judging by the contemporary popularity of the artes notoriae 
and the ‘theatres of memory.’ Rabelais’ s silence seems to prove that 
he agrees with Quintilian (Inst. or. IL.2.1) and Erasmus in asserting that 
good memory is a gift of nature, and that memory, whether good or 
bad, must be cultivated by cura. This is also the opinion of Du Bellay, 
who writes in his Deffence et Illustration: 


La memoire & la pronuntiation?? [...] ne se aprennent tant par le bene- 
fice des Langues, comme elles sont données à chacun selon la felicité de 
sa nature, augmentées & entretenues par studieux exercice & continuelle 
diligence.?° 


17 Rabelais, Œuvres complètes, ed. Guy Demerson, Paris, 1973, p. 107, n. 10. 

18 The Rabelasian giants are well endowed with this gift of nature: Pantagruel has a 
*capacite de memoire à la mesure de douze oyres et botes d'olif? (P 8, 241). 

19 Pronuntiatio or actio is the fifth part of classical rhetoric. For the impact of this 
part on Rabelais’s work, see my ‘Voix et geste chez Rabelais’, Literaturwissenschafiliches 
Jahrbuch 33 (1992), pp. 133-143. 

20 Joachim Du Bellay, La deffence et illustration de la langue francoyse, ed. Louis Terraux, 
Paris (Bordas), 1972, p. 32 (I, 5). 
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[Memory and pronunciation [...] cannot so much be learned with the 
help of Languages, as they are given to everyone according to his natural 
constitution, and augmented and maintained by studious exercise and 
continuous diligence] 


All this does not mean that every form of mnemonics is totally absent 
from the Rabelaisian novel. One finds some reminiscence of mnemon- 
ics in the encyclopedic enumerations of the Fourth Book. Those are far 
from arbitrary: they seem to have come about in some mnemonic way, 
alphabetical (the list of poisonous reptiles) or medico-zoological (the 
anatomy of Quaresmeprenant). It is worth mentioning that in this end- 
less listing, memory (traditionally situated in the ‘hinder part of the 
head’)?! (Fig. 4) occupies the first place among the cerebral faculties, 


21 See, for instance, Gulielmo Gratarolo, The Castel of Memorie, translated from the 
Latin by William Fulwod, London, 1562 (reprint Amsterdam, 1971), fo B.i. vo: ‘Memo- 
rie [...] hath his seate in the hinder part of the head in the thyrde Ventricule, whiche 
is also called Puppis. Some other interesting references will be found in Jean-Robert 
Smeets and Paul Verhuyck, ‘François Villon, les dernières strophes du Lats: lyrique et 
science’, Revue des Langues Romanes 86 (1982), pp. 221-238. 
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before the other ones: ‘sens commun, ‘imagination,’ ‘pensées, ‘con- 
science, etc. (QL 30, 610). Other lists, especially the obscene ones of 
the Third Book, have been made according to other processes, based on 
phonic, morphological, and semantic equivalences between the con- 
stituent elements. Rabelais’ s wink at Catholic litanies, which make use 
of the same mnemonic processes, is quite obvious. 

But except for these rather special cases, memory does not appear 
in a structured form. It constitutes, according to Erasmus, a lectionis 
thesaurus, from which, apparently without any systematic method, the 
Rabelaisian characters draw their material, not only for their more or 
less official speeches, but also for the convivial dialogues that play a 
major role in the Rabelaisian novel.? While in the first books the role 
of memory in dialogue remains implicit, memory manifests itself clearly 
in the other books, where it becomes the mainspring of dialogue and a 
sign of intertextuality. Some examples from the Third Book: 


— Vrayement je me recorde, que les Caballistes... (TL 14, 396) [Actu- 
ally, I remember that the cabalists... (Works 300)] 

— Vous soubvieigne que Alexandre le Grand... (TL 16, 400) [Remem- 
ber that Alexander the Great... (Works 303)] 

— Et me souvient que Aristophanes... (TL 21, 415) [I remember that 
Aristophanes... (Works 317)] 

— D'adventaige je me recorde que Agripine... (IL 24, 426) [Further- 
more, I remember that Agrippina... (Works 326)] 

— Et me soubvient avoir leu, que Cupido...(IL 31, 451) [And I re- 
member reading that Cupid... (Works 353)] 


The examples provided by the Fourth Book are even more explicit in 
underlining the link between memory and reading: 


— Me soubvient avoir leu, que Antigonus... (OL 11, 563) [I remember 
reading that Antigonus... (Works 461)] 

— Vous me reduisez en memoire la forme et contenence de Amodunt 
et Discordance [...] Je vous en diray [...] ce que j'en ay leu parmy 
les Apologues antiques... (OL 32, 614) [You put me in mind of the 
shape and features of Amodunt and Discord. [...] PH tell you [...] 
what I've read about them in old stories... (Works 507)] 


?? [an R. Morrison, ‘Aspects du dialogue dans Pantagruel’, Etudes Rabelaisiennes 22 
(1988), pp. 123-135. 
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— Vous me refraischisez la memoire [...] de ce que est escript entre 
les facecieuses et joyeuses responses de Ciceron... (OL 39, 630) 
[You bring back to my mind [...] what is written among Cicero's 
facetious and joyous responses... (Works 520)] 

— Me souvient aussi que Aristoteles maintient... (OL 55, 668) [I also 
remember that Aristotle says... (Works 557)] 

— Me soubvient avoir leu que l'orée de la montaigne en laquelle 
Moses receut la loy des Juifz...(OL 56, 669) [I remember reading 
that by the edge of the mountain on which Moses received the law 
of the Jews... (Works 558)] 


All these disjointed remarks must be understood within the frame- 
work of spontaneous dialogue, of ‘menus propos.’ It reminds us of the 
associative and unanticipated nature of memory (according to Quintil- 
lan, Inst. or. 11.2.5—7). Moreover, it leads us to the problematic relation 
between memory and improvisation. 

In fact, this relation is problematic only for the modern reader, 
not for Rabelais, who could have read in Quintilian: ‘even extempore 
eloquence [...] depends on no mental activity so much as memory? 
(Inst. or. IL2.3). According to Quintilian, learning by heart of well- 
selected texts enables students to develop 


a plentiful and choice vocabulary and a command of artistic structure 
and a supply of figures which will not have to be hunted for, but will 
offer themselves spontaneously from the treasure-house, if I may so call 
it, in which they are stored (Inst. or. 11.7.4). 


Memory provides the student with the right expression, and the ability 
to speak extempore, the ‘parler prompt,’ as Montaigne calls it.” 
Speaking extempore forms one of the main items of the ‘Quarrel of 
the Ciceronians."* In order to situate Rabelais in this controversy, it is 
essential to remember some historical facts. In 1528 Erasmus published 
his Ciceromianus. This satirical dialogue is immediately attacked by the 
Ciceronians, among whom J.C. Scaliger, the author of an Oratio pro 
[...] Cicerone contra [...] Erasmum [...] (1531). In 1532, Rabelais writes 


23 Needless to stress that it is not Cicero himself but his modern, uncritical followers 
(simiae Ciceront) who are scorned by Erasmus. The major strategy of Erasmus’s irony is 
to show that, in imitating one exclusive model, the Ciceronians do the contrary of what 
Cicero himself did. 

?* On this quarrel, see the study of Christian Mouchel, Cicéron et Sénèque dans la 
rhetorique de la Renaissance, Marburg, 1990. 
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his well-known letter to Erasmus, of which Rabelaisian critics tend to 
forget that the immediate reason for writing it is to inform Erasmus 
about the identity of Scaliger. Rabelais tells him that Scaliger is not the 
pseudonym of Girolamo Aleandro, the old enemy (and former friend) 
of Erasmus, but the name of a real person (an atheist and physician of 
‘bad reputation,’ according to Rabelais). In writing this letter Rabelais 
sides with the Erasmians against the Ciceronians. 

Erasmus, in his controversial dialogue, puts on the stage the cari- 
cature of a Ciceronian, named Nosoponus. This Nosoponus wants to 
restore the Latin language to its former Ciceronian purity by putting 
down in concordances all the words Cicero used, in all their syntactical 
contexts and all their morphological forms of declension and conjuga- 
tion. In doing this, Nosoponus shows no faith in the treasure-house of 
memory, but only in his storehouse of concordances. 

Not surprisingly, these huge volumes preclude Nosoponus from any 
kind of improvisation: impossible to have in promptu the pure Ciceronian 
language. Memory serves only for daily use: Nosoponus, who refuses, 
just as Demosthenes did, to speak without preparation, has learned by 
heart ‘a number of ready-made phrases’ for current conversation. For 
the rest, he refuses to speak Latin: ‘I am quite content with French or 
Dutch; I don’t contaminate the sacred tongue with common, everyday 
talk.’ 

As Terence Cave rightly observes, ‘Ciceronians, it seems, are unable 
to speak extempore; their purism makes them hesitate and stammer.’ 
This remark does not only apply to the Ciceronian caricatures by Eras- 
mus or Beraldus (in his Dialogue on extempore speaking [1534]), but is 
also applicable to a Ciceronian of flesh and blood, the Italian Giulio 
Camillo Delminio, the inventor of a famous theatre of memory. In a 
letter of 1532 (the year Pantagruel was published), one of the correspon- 
dents of Erasmus, Viglius Zuichemus, gives a description of this the- 
atre. Not without mockery, Viglius asserts: “This Giulio Camillo stam- 
mers and speaks Latin with difficulty. He excuses himself by stating 
that because of continually writing, he has lost the power of the spoken 
word’ (Epist. X [8 June 1532], p. 29). Elsewhere, Viglius notes: ‘Every- 
thing is similar between him and Nosoponus’ (Epist. IX [28 March 
1532], p. 479). These passages make clear how, in the spirit of the Eras- 


25 Erasmus, The Ciceronian, tr. Betty I. Knott, Toronto, 1986, p. 352 (= ASD 1-2, 613). 
26 Terence Cave, The Cornucopian Text: Problems of Writing in the French Renaissance, 
Oxford, 1979, p. 138. Cf. Erasmus, Opus epistolarum, ed. P.S. Allen, Oxford, 1906-1958. 
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mians, Ciceronianism is linked together with semi-magical mnemotech- 
nical practices. 

Let’s keep this discussion in mind as we return to Rabelais, and 
more particularly to one of his most hermetic passages: the episode 
of the frozen words. This episode narrates how, on their expedition in 
the Northern Seas, the Pantagruelists encounter a great number of lit- 
erally frozen, and therefore tangible and visible, multicolored words. 
Alcofrybas, the narrator-character, asks his master Pantagruel's permis- 
sion to preserve in oil (‘dedans de lhuille”) the ‘motz de gueule’ (a pun 
on ‘gueules’ [red] and ‘gueule’ [mouth]). The giant refuses, assuming 
that it is ‘follie faire reserve de ce dont jamais l'on n'a faulte, et que 
tousjours on a en main, comme sont motz de gueule entre tous bons 
et Joyeulx Pantagruelistes’ (OL 56, 670-671) [‘folly to keep a reserve of 
what you never lack and always have in hand, as are lusty jests among 
all good joyous Pantagruelists’ (Works 559)]. 

Interpretations of this episode are numerous and varied." Marc 
Fumaroli noted that it deals with *un mythe de l'écrit: la parole [...] qui 
se dégéle, c'est la parole qui est portée par la voix vive.”# I think that 
the subject-matter of the myth is not primarily the opposition between 
orality and writing, but rather the role of inspired and spontaneous 
speaking (or writing). In this regard, special attention must be given to 
the oil Alcofrybas proposes as preservative. Oil has a negative conno- 
tation: it symbolizes laborious, uninspired creation, and more generally 
the inability to improvise. As Montaigne says: ‘Nous disons d'aucuns 
ouvrages qu'ils puent l’huyle et la lampe, pour certaine aspreté et 
rudesse que le travail imprime en ceux où il a grande part. (Essais I, 
10, p. 41) [We say that some books ‘stink of lamp-oil’, on account of the 
harshness and roughness which are stamped on writings in which toil 
has played a major part’ (Essays 39)].? 

In this context we are reminded of another famous text of Rabelais, 
the Prologue of Gargantua. Here Alcofrybas, the narrator, quotes some 


27 See "Tonino Tornitore, ‘Interpretazioni novecentesche dell'episodio delle Parolles 
Gelées , Etudes Rabelaisiennes 18 (1985), pp. 179-204. 

28 Marc Fumaroli, ‘La parole vive au XVIIe siècle: la voix’ (entretien avec Christine 
Goëme), in Patrick Dandrey (ed), La voix au XVIe siècle, Paris, 1990 (Littératures Classiques 
12), pp. 179-120. 

29 Barbara C. Bowen, ‘Speech and Writing in the 1580 Text of ‘Du parler prompt 
ou tardif”, in Marcel Tetel (ed), Actes du Colloque International Montaigne (1580-1980): 
Duke University- University of North Carolina, 28-30 mars 1980, Paris, 1983, pp. 54-74; and 
Daniel Ménager, ‘Improvisation et mémoire dans les Essais’, in Frank Lestringant (ed.), 
Rhétorique de Montaigne, Paris, 1985, pp. 101—110. 
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severe Judgments on the laborious style of Demosthenes: ‘[...] de luy on 
disoit que plus en huyle que en vin despendoit,’ (G, Prol. 8) ['they say of 
him that he spend more on oil than on wine’ (Works 5)] and A Demos- 
thenes fut reproche par un chagrin que ses oraisons sentoient comme 
la serpilliere d'un ord et sale huillier’ (G, Prol. 8) [Demosthenes was 
reproached by one sourpuss claiming that his orations smelled like the 
cleanup rag of a filthy dirty oil-seller’ (Works 5)]. Oil is opposed to wine, 
whose smell is qualified as ‘plus [...] friant, riant, priant, plus celeste 
et delicieux que d’huille’ (G, prol., 7) [much more appetizing, laugh- 
ing, inviting, heavenly and delicious than that of oil’ (Works all. Among 
the famous poets who write under the influence of wine, Alcofrybas 
mentions Ennius, ‘pere des poetes latins, ainsi que tesmoigne Horace, 
quoy qu'un malautru ait dict, que ses carmes sentoyent plus le vin 
que Vhuille’ (G, prol., 7) [father of the Latin poets, as Horace testi- 
fies, although one boor said that his songs smelled more of wine than of 
oil’ (Works 5)]. 

These passages on oil and wine could have been inspired by Eras- 
mus's Ciceronianus, where Nosoponus says: ‘I don't claim to be better 
than Demosthenes. [...] I would not mind the censure if someone said 
my words stank of lamp oil’ (356). In Nosoponus liking Demosthenes 
one sees Erasmus's subtle irony: the Athenian orator is, as Gérard 
Defaux has pointed out, traditionally considered as the reverse image 
of abundant Cicero.’ Thus, ironically, Nosoponus’s Ciceronianism ap- 
pears to be quite contrary to the ideas of his maítre à penser. 

A little before this passage, there is the following piece of dialogue 
between Nosoponus and the two Erasmian protagonists, who cite, on 
the same subject, the same authorities alleged by Alcofrybas, Ennius 
and Horace: 


Hypologus: But *Great father Ennius never except well oiled / Rushed 
out to sing of arms.”?! 

Nosoponus: And that's why he wrote tipsy poetry. 

Bulephorus: Besides, “Horace was full when he cried / ‘Hurray for the 
god Dionysus."*? 


30 Gérard Defaux, ‘Plaidoyer pour l'histoire: Rabelais, les ‘Brocardia juris,” Démos- 
thène et l’Antiquaille”, Revue d’histoire littéraire de la France 77 (1977), pp. 723-748. In this 
article Defaux lists the classical (Plutarch, Lucian) and Erasmian sources (especially the 
Adagia, but not the Ciceronian) for the humanist disapproval of Demosthenes’s style. 

5! Horace, Epist., 1,19,7 sq. 

32 Juvenal, Satires. 7, 62 (on Horace, Carm., 2,19,5sq.). 
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Nosoponus: The antics of poetic frenzy are nothing to do with us. It is a 
sober thing to be a Ciceronian (352). 


By his sobriety Nosoponus resembles once again Cicero’s counterim- 
age Demosthenes, mockingly qualified, ever since Lucian, as a water- 
drinker, who writes ‘ad aquam.'? Moreover, it is not unthinkable that 
the ‘chagrin’ and especially the unidentified ‘malautru,’ mentioned by 
Alcofrybas, refer in fact to Nosoponus, who in the beginning of the 
dialogue is presented as a chagrined man, suffering from an inner ill- 
ness (nosos means ‘mal,’ illness). As far as I know, Nosoponus is the only 
one who qualifies, just like Alcofrybas's ‘malautru,’ Ennius's poetry as 
‘tipsy, or more literally translated, as ‘wine-smelling’ (‘Et ideo scripsit 
[Ennius] vinum olentia carmina’).’* 

This brings us back to the episode of the frozen words. This episode 
too is situated in the thematic dichotomy of wine versus oil, sponta- 
neous versus laborious creation. More precisely, the episode 1s about 
the passage from verbal immobility to mobility The episode is indeed 
not primarily concerned with the static geophysics of frozen speech, 
but rather with its thawing. The paralyzing fear of the companions 
(‘Ce que nous effraya grandement” [which frightened us greatly’ (Works 
556)]), reflected in their apparent mutism (only Panurge cries out his 
fear: ‘Nous sommes perdus. Fuyons. [We're goners! Let's get out of 
here" (Works 557)]), as well as in the fruitless hypotheses Pantagruel 
advances to reassure them, makes space for convivial dialogue, charac- 
terized by wordplay, spontaneous and creative language (‘Croyez que 
nous y eusmez du passetemps beaucoup). Liquified and vaporized, 
the words lose their rigid consistency to become manageable instru- 
ments. They lose, in fact, their colors, which reminds us of the expres- 
sion ‘couleurs de rhetorique Ciceroniane’ (G 39, 160), ironically used 
by frere Jean to qualify his own, not very Ciceronian nor rhetorical 
language. It is not by chance that this apparently insignificant remark 
by frere Jean forms the conclusive words of one of the most convivial 
chapters of Gargantua: rigid Ciceronianism seems here to be the tar- 
get. 

The passage from verbal immobility to mobility appears throughout 
the Fourth Book, especially in the episode of Chaneph where lack of 
wind and linguistic inertia coincide. At the end of this episode both 


33 See Defaux, ‘Plaidoyer’, o.c., pp. 736-738. 
34 M.A. Screech, in his edition of Gargantua (Geneva, 1970, p. 17), admits: ‘Nous ne 
savons pas qui a critiqué ainsi les vers d’Ennius’. 
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atmospheric and verbal immobility are swept away by the rising of the 
wind and the return of spontaneous and inspired speaking, symbolized 
by the emblematic figure of the Winged Bacchus: ‘[Plar l'ayde de 
Bacchus, c’est le bon vin friant et delicieux, sont hault eslevez les espritz 
des humains’ (OL 65, 695) [by the aid of Bacchus (that’s the good tasty 
delicious wine) are the spirits of humans raised high’ (Works 587)].* 

In the light of these passages on vinous, not oil-smelling eloquence, 
the message of the episode of the ‘paroles gelées’ now becomes clear: do 
not preserve what you always have at hand, that 1s, do not stock in writ- 
ten records or concordances (1.e., ‘dedans de l’huille”) what you imme- 
diately can draw from the treasure house of your memory (provided 
that this treasure house has been constructed and filled up according to 
the correct humanist method). Thus you will be able to free yourself of 
the Demosthenian fear of speaking (and writing) extempore and, at the 
same time, achieve the Erasmian (and truly Ciceronian) ideal of copia 
verborum. 

I should like to conclude with one of the most convincing Rabelai- 
sian emblems of inspired, creative and copious speaking: the figure of 
Priapus, ‘le roydde Dieu des jardins, who, by his extraordinary inter- 
textual productivity (displaying mythological material, popular songs, 
lists of contemporary musicians, etc.) fills the greatest part of the last 
Prologue written by Rabelais and published in his lifetime, the Pro- 
logue of the Fourth Book. Priapus's abundance, which, in a sense, doubles 
Rabelais's own creativity, is explicitly traced back to the faculty of his 
powerful mens / mentula, which by a willing and repeated lapsus linguae 1s 
translated as ‘memoire.’ Priapus, however, is not merely the emblem 
of Rabelaisian writing; in the metadiscursive context of the Prologue 
he also serves as example of creative interpretation. By his sensibility to 


35 On this episode, see my Voyage et écriture: Etude sur Ie Quart Livre de Rabelais, Geneva, 
1987, pp. 102-107. 

39 '[...] et habet tua mentula mentem" (QL, Prol., 527); ‘[...] car jay mentule, voyre diz 
je memoire, bien belle, et grande assez pour emplir un pot beurrier’ (530) [‘[...] (for I 
have a mentula, or rather I mean a memory) quite fair and big enough to fill a butter- 
pot (Works 431)]; *[...] 6 belle mentule, voire, diz je, memoire! je soloecise souvent en 
la symbolization et colliguance de ces deux motz’ (530) TO lovely mentula, or rather 
memory! I often commit a solecism in the concurrence and connection between these 
two words' (Works 431)]. 

36 In her study The Book of Memory: A Study of Memory in Medieval Culture, Cambridge, 
1990, p. 43, n. 117, Mary Carruthers quotes some other examples of mens meaning 
‘memory’. 
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textual polysemy? and his use of intertextual material for interpreta- 
tion (e, for interpreting the case of Couillatris), he proposes, as it were, 
to the reader a lesson in ‘lecture plurielle.” Just like ideal literary pro- 
ductivity, the ideal interpretive activity springs from memory, which is 
curiously an idea we also meet in modern literary theory. It is in this 
sense that memory is at the very basis of the Rabelaisian text, its pro- 
duction as well as its reception. 


37 See his gloss on the polysemy of the word ‘cognee’: ‘[...] je notay que ceste 
diction, coingnee, est equivocque a plusieurs choses’ (QL, Prol. 576). See also Gregory De 
Rocher, “The Fusion of Priapus and the Muses: Rabelaisian Metaphors in the Prologue 
of the Quart Livre’, Kentucky Romance Quarterly 27 (1980), pp. 413-420, and André Tournon, 
‘Le paradoxe ménipéen dans l'euvre de Rabelais', in Jean Céard and Jean-Claude 
Margolin (eds)., Rabelais en son demi-millénaire, Geneva, 1988, pp. 309-317. 

38 Rabelais, by the figure of Priapus, seems to announce quite unexpectedly some 
modern ideas about the role of memory in literary (1.e., intertextual) interpretation. 
See Michael Riffaterre, ‘The Mind’s Eye: Memory and Textuality’, Romanic Review 79 


(1988), pp. 7-21. 
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POETRY 


CHAPTER FOUR 


ARCHITECTURE AND POETRY: 
THE ANTIQUITEZ DE ROME 
BY JOACHIM DU BELLAY 


After living in Rome for four years (June 1553 August 1557) the poet 
Joachim du Bellay returned to France tired and ill. His stay in Rome, 
which he talks about with some repugnance in his poetry, certainly did 
not harm his creative spirit: in 1558 he published no less than five 
collections of poems, one in Latin and four in French. ‘Two of these 
collections, the Antiquitez de Rome and the Regrets, are famous: some of 
the poems in them are among the most well-read and most frequently 
quoted poetry in French literature. The three remaining collections are 
less well-known: the Divers Jeux Rustiques and the Latin Poemata are only 
read nowadays by a handful of specialists, and the poems from Songe 
are too hermetic to appeal to a wide readership. 

The French-language collections are innovative in a number of re- 
spects. First of all Du Bellay deliberately chose the sonnet form which 
had until then, at least in French literature, only been used in Petrar- 
chan love discourse, as in his own Olwe (1549). This canzontere, consisting 
of 50 love sonnets, 1s one of the first in this genre in French poetry. 
In the second edition of this collection (1550), which was extended to 
include 115 sonnets, the quest for love was transformed into a spir- 
itual search, with a strong neoplatonic bias, and concluded with an 
invocation to God. After Du Bellay had repudiated Petrarchism in a 
scathingly satirical poem titled ‘Contre les Pétrarquistes’, he started to 
use the sonnet form for a broader range of subjects. The 191 sonnets in 
Regrets form three sets of 56, 70 and 65 sonnets respectively, each writ- 
ten in a different register. The first 56 sonnets are elegiac in character. 
They express the personal disappointment of the lyrical I-person when 
confronted with the old and the new Rome. The tone is that of exile, 
as expressed in Ovid's Tristia, with one great difference: Ovid's chosen 
subject was his home-sickness for Rome, writing from far-off Tomi on 
the Black Sea, whereas Du Bellay was airing his feelings of longing for 
France while staying in Rome. The following series consists of 70 satiri- 
cal sonnets which include his denouncement of modern Rome's moral 
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decline. Finally, in a set of 65 sonnets, he pays homage to France as a 
great country with eminent rulers. 

In the collection Songe the bipartite structure, typical of the sonnet, 
is used to illustrate apocalyptic visions of greatness and pride (the two 
quatrains) and decline (the two tercets). In the Antiquitez de Rome, the 
collection we shall mainly be discussing in this chapter, the sonnet form 
compliments the double-edged sources of inspiration namely praise (for 
Rome’s grandeur) and lamentations (over Rome’s decline) expressed in 
the long title: 


Le premier livre des Antiquitez de Rome contenant une generale de- 
scription de sa grandeur, et comme une deploration de sa ruine. Plus un 
Songe ou vision sur le mesme subject.! 


[Ihe first book about the Antiquities of Rome containing a general 
description of the city’s grandeur, and a form? of lament about its fall. 
Plus a Dream or vision on the same subject] 


There are many misconceptions about the relation between the collec- 
tions. The collections are said to form a series in which Du Bellay’s 
initial enthusiasm for Rome is expressed (Antiquitez), and afterwards his 
disappointment, which becomes evident in a satire on the moral depra- 
vation of modern Rome and in a eulogy dedicated to France (Regrets). 
Nowadays critics take the view that the poems from both collections 
were created at the same time, over a great number of years. A sec- 
ond misconception is that Regrets is thought to be more modern than 
the Antiquitez, and therefore of a higher literary quality. The Regrets are 
indeed more varied and personal in tone, merits which score highly 
in the eyes of the postromantic reader, whose value judgment is deter- 
mined by criteria like creativity and originality. This judgment would 
certainly not have been shared by the poet himself and his contempo- 
rary readers. The Regrets, in Du Bellay’s view, would definitely not have 
been better nor more beautiful. According to stylistic judgments of the 
time these belong to a low genre: namely satire in its original mean- 
ing of ‘mongrel’, with the pejorative connotation of ‘commonplace’ (in 
his opening sonnet Du Bellay talks about ‘papiers journaulx, ou bien 


! Although this chapter mainly deals with the first edition of 1558 with unnumbered 
sonnets, I will refer, for reasons of commodity, to a modern edition with numbered 
sonnets: Du Bellay, Œuvres poétiques, eds. Daniel Aris et Françoise Joukovsky, Paris 
(Classiques Garnier), 1993, t. II. 

2 The phrase ‘comme une deploration de sa ruine” is difficult to translate. For an 
interpretation of the word ‘comme’ see further on in this chapter. 
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de commentaires’) and even resorts to using the term ‘culinair’. If we 
were to order the four French-language collections according to merit 
in accordance with the poetical views of the period, then we would 
arrive at the following classification: in first place Songe that is inspired 
in a Biblical-apocalyptic way; in second place the Antiquitez, motivated 
by high-minded impersonal praise for the illustrious Rome of bygone 
days and sorrow about Rome's tragic fall; in third place Regrets fuelled 
by the inferior inspiration of autobiographical elegy, satire (in the mod- 
ern sense of ‘satirical poem") and personal praise of the glorious France 
of his day; and finally Divers Jeux Rustiques, which even more than the 
Regrets is characterized by three aspects announced in the title: lack of 
unity (‘divers’), of earnestness (‘jeux’) and of dignity (‘rustiques’). 

In addition to the innovative use of the sonnet, a second important 
rejuvenation in Du Bellay’s poetical work should also be mentioned: 
a form of innovation in the various collections’ structure. As the arts 
poétiques of the sixteenth century prescribed rules for everything, except 
for a collection of poetry’s internal organization, the poet was left 
with a great deal of room to manoeuvre. The variations ranged from 
(deliberate) irregularity (the so-called docta varietas, typical of for instance 
the first editions of the emblem book by Andrea Alciato (1531)), to 
a well-considered, deeply symbolic, emotionally charged structure. As 
far as I could ascertain, Du Bellay opted for structure. As already 
observed, an amorous or spiritual quest can be read into the series of 
sonnets from his Olive. Regrets is also narrative in its design: there is 
a general consensus that the three sections of the collection outlined 
above recount the poet’s semi-autobiographical journey: arrival and 
sojourn in Rome in the first section; return journey and retrospective 
appraisal in the second section; and finally the homecoming and ode to 
France in the final section. The organization of these three sections is 
such that the sonnets are threaded together thematically (concaténation). 
For the rest, the collection seems to have been constructed as a whole. 
The fact that there are 191 sonnets seems to have been an arbitrary 
choice, as is the number of the three above-mentioned sections (56, 70 
and 65 respectively). The reader is not exactly encouraged to indulge 
in a numerological interpretation, because, at least in the first edition, 
the sonnets are not numbered. Not many readers will have the heart to 
count so very many unnumbered sonnets with the intention of finding 
a hidden form of numerological symbolism. 

In that respect Songe is a lot more inviting due to its smaller size and 
apocalyptical content. An experienced poetry reader could swiftly and 
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easily count the unnumbered sonnets and interpret the number ı5 as 
being symbolic. This collection, in principle, is also organized in the 
form of a narrative: the first sonnet recounts how the narrator falls 
asleep; the following thirteen sonnets each recount a vision, and in 
the fifteenth sonnet the narrator awakes. The thirteen visionary son- 
nets are ordered per theme, according to the principles of thematic 
concatenation: sonnets II-IV bear upon architecture; V-VII are about 
nature; VIII-X have as their subject the unnatural, the monstrous; XI- 
XIII seem to stand alone thematically speaking;? and XIV completes 
the series with a specific reference to the Apocalypse of John (‘le mes- 
sager de la bonne nouvelle’).* Scholars have pointed out that there is a 
numerological symbolism behind all this: in the Bible and among the 
Church Fathers 15 1s, among other things, the number of spiritual edi- 
fication,’ whereas 13, even in the Renaissance period, was the number 
symbolizing misfortune and ruin. 

Considering their concern for the structure of the above-mentioned 
collections, it is striking that the French seiziémistes, with few exceptions, 
make no mention of the numerological symbolism of the 32 sonnets 
of the Antiquitez, nor of the significance of their order. This will be, in 
essence, the subject of this chapter. 


I. A programmatıc title 


To gain a first impression of the collection it is useful to take a closer 
look at the long title (Le premier livre des Antiquitez de Rome contenant une 
generale description de sa grandeur, et comme une deploration de sa ruine). Let 
us start with the word premier. This does not indicate that Du Bellay 
was thinking of a second collection about the same subject, but that 
he considered himself to be ‘le premier des François’ who had written 
on this subject. The key word description has a special connotation. In 


3 The sonnets XI-XIII are the most cryptic of all. In his edition M.A. Screech 
sighs: “Tout cela est volontairement obscur’ (sonnet XI) and ‘Le sens de ce sonnet nous 
échappe complètement” (sonnet XII). 

# The themes and structure of Songe have been recognized and imitated by contem- 
porary readers, as we will show in our chapter 6 devoted to Jan van der Noot's Het 
Theatre (1568). 

5 See Cynthia Skenazi, ‘Le poète et le roi dans les Antiquitez de Rome et le Songe de 
Du Bellay’, Bibliothèque d’Humanisme et Renaissance 60 (1998), pp. 41-55 (p. 55). 
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his influential Art poétique (1548), Thomas Sébillet makes an important 
distinction between description and definition: 


...] la définition Française exprime la substance de la chose définie, et le 
S P . D D 
naturel fond d’elle. Et la description peint et colore seulement la chose 
| | Dane 
décrite par ses propriétés et qualités accidentaires [...]® 


[the French ‘definition’ expresses the essence of the thing defined, and 
its natural substance. The ‘description’ on the other hand delineates and 
colours the thing described by means of its accidental properties and 
qualities] 


Thus the term ‘description’ implies a certain degree of maccuracy and 
hesitancy, qualities that can also be found in the turn of phrase “comme 
une deploration’. This ‘a peu pres’ is, as we shall see, very characteristic 
ofthe collection. 

Our principal point of departure is formed by the phrase antiquitez 
de Rome. This phrase connects the collection with at least two other 
non-poetic genres. In the first place the topography genre, in partic- 
ular related to the city of Rome. Important for us in this respect is 
the urban topography of Andrea Fulvio (1527),’ and of Giovanni Bar- 
tolomeo Marliani (1534), also L’Antichita di Roma by Andrea Palladio 
(1554) and a work published by Fabio Calvo: Antiquitae urbis Romae cum 
regionibus Simulachrum (1527). Proof that French intellectuals were conver- 
sant with these books is to be found in the fact that the writer and doc- 
tor François Rabelais was so impressed by Marlianrs book that he had 
it reprinted. He added a foreword and had the work done in Lyon by 
the humanist printer Gryphius.? He was equally familiar with Calvo's 
work: it was recently discovered that Rabelais made use of it for his own 
archaeological work in Rome.? He carried out these activities with the 
approval and consent of his patron Jean du Bellay, who himself showed 
an interest in antiquity, and in whose retinue his nephew Joachim du 
Bellay was later to be found. 


6 Traités de poétique et de rhétorique de la Renaissance, ed. Francis Goyet, Paris, 1990, 
p. 136. In his commentary Goyet notes: ‘La description est en effet, pour l'ancienne 
rhétorique, une ‘definition imparfaite’, la definition étant la seule à donner l'essence de 
la chose’ (p. 178). 

7 The Antiquitates Urbis (1527) by Fulvio is the enlarged prose version of his versified 
topography Antiquaria Urbis (1513). 

8 This edition appeared in the same year as the first edition (Rome, 1534). See on 
this subject Richard Cooper, ‘Rabelais and the Topographia Antiquae Romae of Marliani’, 
Etudes Rabelaisiennes 14 (1977), pp. 71-87. 

9 See Jean Balsamo, “Urbis faciem calamo perinde ac penicillio depingere’. Rabelais et la 
topographie de Rome’, Etudes Rabelaisiennes 33 (1998), pp. 279-289. 
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The second genre to which this collection appeals is that of the archi- 
tectural treatise, the most well-known in the Italian Renaissance period 
being the republication of Vitruvius's earlier work and Alberti's treatise. 
For our argument the work of the architect Sebastiano Serlio is very im- 
portant, especially his third book, that was published separately in 1540 
(dedicated to the French king Francis I). This book was translated in 
1550 under the title: Zrossiesme Livre de ÜArchitecture [...] auquel sont figurez 
& descriptz les Antiquitez de Rome. As far as I know, this is the only work 
before Du Bellay's that uses the expression antiquitez de Rome in the title. 

In the following paragraphs of this chapter I shall deal with the 
topographical and architectural aspects of the collection heralded in 
the title. But first a few remarks need to be made about the form of the 
collection if it is to be properly understood. 


2. Numerological symbolism and circularity 


The collection consists of one introductory sonnet, titled Au Roy (the 
collection is dedicated to the French king Henry I) and 32 sonnets. 
Since the posthumous edition of 1568 right up to the modern editions 
of the twentieth century these sonnets have been numbered from 1 
to 32. This numbering suggests an underlying form of numerological 
symbolism, which can be interpreted in a number of different ways. 
The number 32 in geometry can be linked to a geometric figure which 
1s particularly difficult to portray: the 32-faced polyhedron. I would not 
have mentioned this association here were it not that an early-modern 
emblem book was based on it. In this case the collection Bellerophon, of 
Lust tot Wysheid, published in 1614 a work that is generally attributed to 
the Amsterdam publisher and poet Dirck Pietersz Pers, but which in 
all likelihood was from the hand of his assistant Adriaan Damman. 
This work shows a depiction of a 32-faced polyhedron on the title 
page (Fig. 5), which in many respects is emblematic for the collection’s 
pretensions: not only does it signal the rarified heights of Pythagorean 
wisdom to which the collection aspires, but also the number of 32 
emblems, and perhaps even the biographical fact that Damman came 
from a family of 32 (!) children.!! 


10 Anvers, Gil. van Diest [...], 1550 (copy Universiteitsbibliotheek Leiden, shelf mark 


679 A 13). 
11 On Damman and the Bellerophon, see Katrien A.L. Daemen-De Gelder, "H. Dam- 
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BELLEROPHON, 
OF 


LVST TOT VVYSHEYD. 
Begrijpende 
Veel zeedighe , ftichtlijcke en leerlijcke 
Sinne-beelden met haere ver- 
klaringhen, 

















By Dirck Pieterfz, Boeck-verkooper op ¢ water in de 
vvitte Perte, Anno 1614. 


Fig. 5 


This does not have an immediate significance for the 32 sonnets of 
the Antiquitez, except that the numerological symbolism which can lie 
at the heart of the composition of early modern poetry collections can 
be profound and polysemous. The most spectacular example of this 1s 
provided by a work that Du Bellay and Ronsard greatly admired: the 
collection Délte, obiect de plus haulte vertu (1544) by the poet Maurice Scève 
from Lyon.? Furthermore the fact that in this collection the metaphor 
‘si haulte architecture’ appears to indicate the poetic organization, 
makes this collection all the more interesting as material for comparison 
with Du Bellay’s the Antiquitez. 


man and the Emblems in Dirck Pietersz Pers’s Bellerophon (Amsterdam, 1614)’, in John 
Manning, Karel Porteman, Marc van Vaeck (eds.), The Emblem Tradition and the Low 
Countries [...], Turnhout, 1999, pp. 157-176. 

12 See Doranne Fenoaltea, ‘Si haulte Architecture’. The Design of Scéve’s Delie, Lexington, 
Kentucky, 1982. 
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Different interpretations (other than the above-mentioned geometri- 
cal one) would seem more obvious. The numbers ı to 32 with which 
the reader is confronted, make him realize that the actual number of 
sonnets is not 32 but 33. This 33rd sonnet is the unnumbered dedica- 
tion to Henry II, in which he is wished immortality for his realm, as 
well as for the collection dedicated to him. The symbolism of the num- 
ber 33 is of course widely known, however it is too complex to explain 
it in any detail here. I shall confine myself to but one quotation from 
Les tragiques of Agrippa d'Aubigné, in which the poet briefly explains 
that 33, the number of years Christ lived, is the number that represents 
resurrection, immortality and heavenly perfection: 


Sur quoi la plus hardie ou plus haute sagesse 
Ose presupposer que la perfection 

Veut en l'aage parfait son eslevation, 

Et la marquent au poinct des trente trois annees 
Qui estoyent en Jesus clauses et terminees 
Quand il quitta la terre et changea, glorieux, 
La croix et le sepulchre au tribunal des cieux.!? 


[About which the most provocative and highest wisdom dares to pre- 
sume that perfection is reached at 33 years of age which Jesus attained 
when he departed of this world and, in a blaze of glory, exchanged the 
cross and the burial vault for the celestial tribune.] 


In a recent article on numerology in the Antiquitez Cynthia Skenazi 
writes: ‘Poscillation entre 32 et 33 semble indiquer la direction d'une 
quête d’immortalité (qui, de manière spéculaire, est aussi celle du poète 
lui-même, soucieux de la survie de son œuvre) sans prétendre y attein- 
dre’.!* [The oscillation between 32 and 33 seems to indicate a quest 
for immortality (which in a spectacular manner also mirrors the poet’s 
quest, as he is striving for the continued existence of his work), without 
the pretension of ever achieving his aim.”] This doubt which is already 
perceptible in the title, is also expressed in the last sonnet of the collec- 
tion, in which the poet addresses his verses: 


Esperez vous que la posterité 

Doive (mes vers) pour tout jamais vous lire? 
Esperez vous que l’œuvre d’une lyre 

Puisse acquerir telle immortalité? (XXXII) 


13 Agrippa d'Aubigné, Les Tragiques, ed. Jacques Bailbé, Paris, 1968, p. 292. 
14 Skenazi, ‘Le poète et le roi’, o.c., p. 55. 
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[Are you hoping, my verses, that future generations will always continue 
to read you? Are you hoping that a work of poetry [the work of a lyre] 
can acquire such immortality?] 


The English poet Edmund Spenser in his translation of the Antiquitez 
seems to be far more resolute with respect to the immortality of Du 
Bellay's poetry. He insists on 32 as being the correct number, he deletes 
the opening poem Au Roy, and in its place adds an unnumbered sonnet 
at the end of the collection, that begins thus: 


Bellay, first garland of free Poésie 
That France brought forth, though fruitfull of brave wits, 
Well worthie thou of immortalitie, 
That long hast traveld by thy learned writs, 
Old Rome out of her ashes to revive, 
And give a second life to dead decayes: 
Needes must he all eternitie survive, 
That can to other give eternall dayes.!6 


However, there is a real drawback to the few interpretations of the 
numerological symbolism in the Antiquitez given thus far: in the original 
1558 edition the sonnets are not numbered." The special ordering of 
the sonnets in this edition makes it doubtful whether 32 and (or) 33 
are the structuring numbers. As it happens the sonnets are written 
alternating between decasyllabic and alexandrine meter.? In the first 
edition all the sonnets, except for the sonnet Au Roy, are arranged on 
the page in pairs: printed on the top part of each page is a decasyllabic 
sonnet, on the bottom part an alexandrine sonnet. It does not seem 
very natural to count the separate unnumbered sonnets arranged in 
such a way. 

A further argument is that the reader's attention is not so much 
drawn by the number of sonnets as by their ‘intratextual’ relation to 
one another. George Hugo Tucker gave a very interesting interpreta- 


15 I follow here the interpretation by Anne Lake Prescott, French Poets and the English 
Renaissance. Studies in Fame and Transformation, New Haven and London, 1978, p. 51. 

16 Edmund Spenser, Ruines of Rome, in W.A. Oram e.a. (eds), The Yale Edition of the 
Shorter Poems, New Haven and London., 1999, p. 404. 

17 The copy of the Bibliothèque Nationale de France (Rés. Ye. 411) can be consulted 
on Internet: http:/ /gallica. bnf. fr./classique. 

18 According to the seminal article by Marie Madeleine Fontaine, Du Bellay's deca- 
syllabic sonnets appeal to emotions whereas his sonnets in alexandrines want to per- 
suade (‘Le systéme des Antiquités de Du Bellay: l'alternance entre décasyllabes et alexan- 
drins dans un recueil de sonnets’, in Yvonne Bellenger (ed.), Le sonnet à la Renaissance. Des 
origines au XVIIe siècle, Paris, 1988, pp. 67-81). 
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tion of the special way in which the sonnets are arranged: the ordering 
of the poems does not only invite the reader to read the poems in the 
traditional vertical way, reading the page from top to bottom, he can 
also go to work horizontally, reading both pages from left to right, or 
even diagonally.! Tucker gives some good examples of this technique; 
he even proposes an interpretation which takes the front and the back 
of the page into account. Turning the page, according to Tucker, pro- 
duces a shock effect: 


By contrast, in the elegiac context of the Antiquitez the poet who has just 
led us to expect something grandiose by proclaiming his preference for 
Rome and her Seven Hills as the subjects of his song over and above 
the Seven Wonders of the World [...] makes us stumble, as we turn the 
page (2"*), against a heap of stones, offering us in sonnet III a song not 
of grandeur but of funeral lament instead.” 


This is perhaps taking things a little too far What can at least be 
demonstrated is that each page lends itself to be read in the traditional 
manner from top to bottom. The reader is, as it were, invited to search 
for the thematic connections between the decasyllabic and alexandrine 
sonnet. An example of this is folio 8 recto, in which the word compas and 
all the architectural, and cosmological images that are evoked by this 
word, connect the two sonnets on that page with one another (Fig. 6). 
Thus what will strike the reader of the collection as an organized 
unit is not the separate sonnet, but the page. The reader who is search- 
ing for numerological symbolism is helped to a certain extent by the 
numbered folios (a system of numbering two pages rather than each 
separate page): amounting to 16 pairs of poems. If there is to be any 
talk of numerological symbolism in this collection, then it would be 
more likely to relate to the number 16 than to the numbers 32 and 33. 
On the last page of the collection something unexpected happens. 
The usual arrangement up to that point 1s reversed: the sonnet in 
alexandrines appears on the top of the page, the decasyllabic sonnet 
at the bottom. This 1s undoubtedly a formal, intentional act on Du 
Bellay's part to show that the collection has come to an end. This 
formal ending, in terms of content, corresponds (and thus has a deeply 


19 George Hugo Tucker, The Poet's Odyssey. Joachim Du Bellay and the Antiquitez de 
Rome, Oxford, 1990, p. 289, Index, s.v. ‘disposition of text(s) in original, Renaissance 
editions'. 

20 Tucker, The Poets Odyssey, 0.c., p. 133. 
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Q uen’ay-ieencorlabarpe Thracienne, 
P ourreueiller.de l'enfer pareffeux 
C es uienx Cefars, ez les Vmbres de ceux 
Q uiont bafty cejte uille ancienne è 

O uqueienay celle Amphionienne , . 
P our animer d'un accord plus beureux 
D eces uieux murs les offemens pierreux, 
E treflaurer la gloire Aufonienne ? 

P euffe-ie aumoins d'un pinceau plus agile 
S ur le patron de quelque grand Virgile 
D es ces palais les protraits façonner : 

I 'entreprendrois, nen | ardeur qui m. allume , 
D erebastir au compas de la plume ` 
C eque les mains ne peuuent maçonner. 


Q ui uoudroit figurer la Romaine grandeur 
E n fes dimenfions, ilne luy faudroit querre 
A laligne , cz auplomb, au compas, à l'equerre 
S a longueuré largeur,hautelfe er profondeur : 
I lluy faudroit cerner d'une egalevondeur 
T out ce que l'Ocean de fes longs bras enferre, 
S oitonl Affre annuel eftbauffe plus la terre , 
S oit ou foufle Aquilon fa plus grande froideur. 
R ome fut tout le monde, € tout le monde eft Rome. 
E rfipar mefmes noms mefmes chofés on nomme, 
C omme du nom de Rome on fe pourroit paffer ; 
L anommant par le nom de la terre e» de l'onde : 
A infi le monde on peulrfur Rome com paler , 
P uis que le plan de Rome eft la carte du monde. 


Fig. 6 
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iconic relation) with the image of the collapse of Rome, as stated in 
the last lines of verse of the last sonnet in alexandrines: ‘La Romaine 
grandeur, trop longuement prospère, /Se vist ruer à bas d'un plus 
horrible saul? [The grandeur of Rome that prospered too long, saw 
itself plunging downwards in a terrible fall]. 

Nevertheless, for Du Bellay the end is never absolute. The end 
always points to the beginning. This is one of the main themes of the 
collection: ‘[...] tout retourne à son commencement’ (XVIII) [‘every- 
thing returns to its beginnings’]; ‘Les semences qui sont meres de toutes 
choses / Retourneront encor’ à leur premier discord,/ Au ventre du 
Caos eternellement closes’ (XXII) [The seeds from which everything 
stems will once again return to their original discord, eternally impris- 
oned at the centre of antediluvian chaos’]. 

It is tempting to apply the principal of eternal recurrence to the 
structure of the collection. Indeed, if we put the closing sentence of 
the last sonnet (‘vanter te peuls [...] d’avoir chanté...’) next to the last 
line of verse from the first sonnet (‘Je vais chantant vostre gloire plus 
belle’), then it appears that the beginning and the end of the collection 
are thematically and grammatically related. In its circular structure 
the Antiquitez resembles Songe, the collection which in its first edition 
was printed together with the Antiquitez: as mentioned earlier, the first 
sonnet of Songe describes the transition from reality to dream, and the 
last sonnet from dream to reality. 


3. Topography and poetry 


Thematically speaking, the circularity in the Antiquitez not only falls into 
a temporal category (éternel retour’) but also into a spatial one. It is 
conspicuous how often Du Bellay refers to the ‘roundness’ of the world 
and of the universe: 

‘Celle qui [...] de la terre, et du ciel, la rondeur compassoit’ (IV) 

‘ceste masse ronde’ (V) 


‘par la mesme rondeur de la terre, et de Ponde’ (VIII) 


‘cerner d'une egale rondeur / Tout ce que l'Ocean de ses longs bras 
enserre’ (XXVI) 


This cosmographical perspective (which by the way was very usual in 
Du Bellay’s day—so usual that stressing it is the only way to make it 
more conspicuous) has consequences for the manner in which Rome is 
represented topographically. ‘Le plan de Rome est la carte du monde’, 
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said Du Bellay. If the world is round, then logically Rome must have 
a round shape too. This supposition is borne out by the history of 
the topography of the city From the Middle Ages onwards the topo- 
graphers struggled with the problem of how they could best map out 
Rome. Vitruvius’s findings were revised by using a circular map of 
the city, divided into four sections, based on a compass card. It was 
improved by minor alterations right up to the Renaissance period, 
which led to a circular shape starting with eight and finishing with six- 
teen sections?! The circle and the number 16 were thus the appropriate 
units for depicting Rome in an ideal way, —something which Du Bel- 
lay might have had at the back of his mind in his poetic rendering of 
Rome. 

Particularly interesting in this respect is the book mentioned earlier 
by Fabio Calvo. Calvo gives various maps of Rome: Rome in Romulus's 
time is presented as the Roma Quadrata (Fig. 7); Rome under Servius 
Tullius (sixth century before Christ) is depicted as an octagon (Fig. 8). 
Rome in its hey-day, namely under Augustus, is depicted by Calvo 


21 Cf. Philip Jacks, The Antiquarian and the Myth of Antiquity. The Origins of Rome in 
Renaissance Thought, Cambridge, 1993. 
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in a circular map with sixteen numbered sections (Fig. 9). Thus Rome’s 
hey-day, from Calvo's topographical perspective, is related to the circle 
and the number 16. 

The circle and the number 16 are not only symbolic of the ideal 
representation of ancient Rome, but also of the grandeur of the city. It 
is very tempting to read this double-layered symbolism of the circle 
and the number 16 into Du Bellay's collection. We shall find more 
arguments for doing just that if we turn to the collection's architectural 
features.” 


4. Architecture and poetry 


Architecture plays an important part in Du Bellay’s reflection on poetry 
commencing from the time he wrote his famous pamphlet Defence 
et Illustration de la langue francoyse (1548). In his later collections the 


22 Elsewhere Du Bellay says on the subject of circle that it is the most beautiful 
and perfect figure: ‘Rotunda perhibent nihi figura / Esse pulcrius absolutiusque [...]’, 
in Xenia, Œuvres poétiques, t. VIIL ed. Geneviève Demerson, Paris, 1995, p. 87. 

23 Cf. Doranne Fenoaltea, “La Ruynée fabrique de ces langues...’. La métaphore 
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paragone between architecture and poetic art is enlarged upon at great 
length. Thus in the aforementioned Antiquitez XXV (see Figure 6) the 
poet explicitly states his intends to allow his pen to compete with 
the architect’s compass (‘compas’). This theme also appears in Regrets 
CLVII: Avec d'autres compaz, & d'autres instrumens / [...] Aux Muses 
je bastis d'un nouvel artifice / Un palais magnifique à quatre apparte- 
mens’ [With different compasses and different instruments [...] for the 
Muses I am building in a new style an exquisite palace consisting of 
four apartments']. And in the closing sonnet of the Antiquitez the poet 
addresses his own verses with feigned modesty: 


Sı sous le ciel fust quelque eternité 

Les monuments que je vous ay fait dire, 
Non en papier, mais en marbre et porphyre, 
Eussent gardé leur vive antiquité. (XXXII) 


architecturale dans la Defense et Illustration’, Yn Georges Cesbron (ed.), Du Bellay. Actes du 
Colloque International d'Angers du 26 au 29 Mai 1989, Angers, 1990, pp. 665-675. On poetry 
and architecture before Du Bellay, see David Cowling, Building the Text. Architecture as 
Metaphor in Late Medieval and Early Modern France, Oxford, 1998. 
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[If here on earth a form of eternity were to exist, then the monuments 
which I have described to you (in my verses), not those on paper, but 
those made of marble and porphyry, would have preserved their ancient 
liveliness.] 


The modesty is affected, because everywhere else in the collection the 
main theme is just the opposite: the decay of the architecture of ancient 
Rome. And in Antiquitez III he writes: ‘Ce qui est ferme, est par le temps 
destruit, / Et ce qui fuit, au temps fait resistence’ [Whatever is strong is 
destroyed by time, and whatever is fleeting resists time’]. Like the Tiber 
(the subject of these paradoxical lines), poetry can outlive architecture. 

In view of the general themes in the Antiquitez, one would expect 
to find far more detailed descriptions of buildings, as is the case in 
Regrets, Songe and the poem Romae descriptio in the Poemata,—all of them 
collections which contain fine architectural ekphraseis. The architectural 
description in the Antiquitez, however, continues to be of a ‘general’ 
nature, as the title of the collection (‘description generale’) indicates. 
The Du Bellay-specialists have quite rightly remarked that the many 
references to Roman architecture are very inconcise: the poet confined 
himself to general nouns in their plural form, like murs, palais, arcs, ruines, 
an adjective like pouldreux and verbs like bastir and rebastir. It would 
seem that with this deliberate vagueness the poet wishes to represent 
the amorphous character of the Roman ruins and ‘monceaux pierreux’ 
[‘heaps of rubble’]. As Aris and Joukovsky remark in the commentary 
to their edition: ‘La poésie des ruines naît de leur absence”? [“The 
poetry of the ruins is born in their absence’]. 

Now the question is whether these references to Roman architecture 
only have a bearing upon the theme of the collection, and if, when they 
are used in the poetic metadiscourse, they are merely used metaphori- 
cally. Or has the architecture a more conceptual connotation in the col- 
lection’s design? In other words: is the exegi monumentum that Du Bellay 
tries to realize merely a dull metaphor or, in using this metaphor, is he 
trying to visualize it in, for instance, the way the collection is ordered? 
It probably would not come as a surprise to learn that I am opting 


24 Aris en Joukovsky (eds.), o.c., p. XIV. See also Richard A. Katz, The Ordered Text. 
The Sonnet Sequences of Du Bellay, New York, 1985, pp. 10-11: ‘What is striking here is 
[...] how very unspecific is this vision of the eternal city. It is as though the poet wishes 
to reinforce, through paucity of detail, the deadness of meaningless rubble. It is not 
that Du Bellay lacks the archeological eye but, rather, that he prefers to underscore the 
irony of what Rome has come to—there are no references to the buildings of the living 
city—by emphasizing the ‘nothingness’ around him’. 
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for the last-mentioned hypothesis. My starting point is a phrase by the 
seiziémiste Marie Madeleine Fontaine, who asks the following rhetorical 
question: *cette solidité [dorique] des colonnes ne se retrouve-t-elle pas 
dans la superposition systématique du poéme court et du poéme long 
sur chaque page, le plus large servant de base?".?5 [‘Is not this solidity 
[namely: Doric] of the columns recognizable in the systematic way the 
short and the long poem are ordered on each page, whereby the longest 
one serves as a base?’] As far as I know Fontaine has never tried to sub- 
stantiate and develop this hypothesis. That is what I will attempt to do 
in the following pages. 

First of all let us state that as soon as Du Bellay gives a more 
or less detailed description of architecture he immediately thinks of 
columns and the principles underlying their ordering. His descriptions 
of buildings in the Regrets and Songe often start with the columns, which 
evidently from his point of view are the elements that first catch your 
eye. Thus the very first description of an enormous palace in Songe is 
one that starts with the enumeration of the columns: ‘Cent columnes 
d'un rond/ Toutes de diamant ornoient le brave front [A hundred 
round columns, all made of diamond, adorned the proud facade]. This 
holds for the architectural description in Songe IV which also begins 
with a description of the columns: ‘Je vy hault eslevé sur columnes 
d’ivoire, / Dont les bases estoient du plus riche metal...’ [I saw ivory- 
based columns raised on high, their bases made from the most precious 
metal]. The columns, or more accurately the architectural orders of 
the columns constitute the main subject of Regrets CLVIL in which the 
four orders of architecture (Doric, Attic, Ionic, Corinthian) stand for 
the four national literatures: respectively the Latin, Greek, French and 
Italian. The following sonnet (Regrets CLVIIT) adds to this the names of 
the national poets: Virgil, Homer, Ronsard and Petrarch? 

The attention paid to the orders of the columns complies with the 
Renaissance architects! views on the subject, in the same way as for 
instance Alberti has expressed it (I am quoting from a contemporary 
French translation): ‘En tout l'art de massonnerie le premier & princi- 
pal ornement consiste en planter les colonnes’ [‘In every form of archi- 
tecture the first and most important embellishment is the placing of the 


25 Fontaine, ‘Le systeme des Antiquités , o.c., p. 72. 
26 Cf. Jean Balsamo, ‘Le poète et l’architecte (note sur les sonnets 157-159 des 
Regrets)’, in Yvonne Bellenger (ed.), Du Bellay et ses sonnets romains [...], Paris, 1994, 


pp. 61-75. 
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columns’].?” Interesting for our argument is the fact that modern art 
historians propose a link between a colonnade and grammar. To make 
the importance of the column in Antiquity and the Renaissance more 
clear, art historians regularly borrow their idiom from linguistics: the 
columns are ‘bearers of meaning’,”* they form the ‘grammar of classical 
architecture’. 

For the time being I shall therefore assume that in the first edition 
of the Antiquitez, the way the sonnets are arranged (two to a page, 
whereby the sonnet in alexandrines—visually the widest—forms the 
base) suggests an edifice with columns. This assumption can also be 
defended on purely typographic grounds. The printer Fédéric Morel 
used italic typeface in the first edition of the Antiquitez. As can be seen 
in Figure 6, this type of letter used facilitates the printing of relatively 
short lines, creating an optical effect of two elongated, vertical blocks, 
one on top of the other, only separated by a small amount of white 
space, which makes them appear to form a single entity* The large 
amount of white left in the side margins only serves to emphasize the 
elongated, vertical shape—all these features contrast with, for instance, 
the modern editions of the collection, printed in roman type, and in 
which particularly the alexandrines, looked at horizontally, almost fill 
the page.?' Moreover the column shape in the first print of the Antiquitez 
1s suggested by the way it broadens out towards the base. 

In this respect it is interesting to note that in Italian the word colonna 
in the sense of ‘vertical, typographical section’ can first be encountered 
in the 1660s? and that in French this word first appears in the work of 


27 L'architecture et art de bien bastir, transl. Jean Martin, Paris, Jacques Kerver, 1553, VI, 
13. 
28 John Onians, Bearers of Meaning. The Classical Orders in Antiquity, the Middle Ages, and 
the Renaissance, Princeton., 1988. 

29 John Summerson, The Classical Language of Architecture, London, 1980. 

9! In his Dictionnaire de poétique et de rhétorique (Paris, 1975, 2nd ed., p. 1002) Henri 
Morier distinguishes between ‘horizontal’ and ‘vertical’ strophes. Strophes of for in- 
stance ten lines of three syllables are ‘vertical’; strophes of three or four alexandrines 
are ‘horizontal’. Morier does not mention that even to such horizontal strophes layout 
and letter type can confer a suggestion of verticality. 

31 My observations on the symbolic connotation of Du Bellay’s use of italic are 
highly hypothetical, because in French the use of italic as a substitute for gothic and 
roman is frequent in the years 1550-1560. Besides, it is not certain that the impression 
of verticality, suggested by the use of italic and the layout, was really meant as such by 
the poet or his publisher. 

32 Cf M. Cortelazzo and P. Zolli, Dizionario etimologico della lingua italiana, Bologna, 


1990, p. 254- 
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Etienne Pasquier, one of Du Bellay’s near-contemporaries.% I have not 
been able to find any details about the early-modern use of the word 
in this sense in Latin, but it doesn’t seem too far-fetched to presume 
that in Du Bellay’s time this meaning of the word must have been ‘dans 
Pair’. 


5. The Antiquitez and the Pantheon 


Our hypothesis that the collection suggests a colonnade, has far-reach- 
ing consequences. After all, on the basis of our conclusions from the 
two previous sections we may also assume that the colonnade is cir- 
cular Now for every architect in the Renaissance the basic model of 
circular architecture is the Rotunda, the Pantheon of Agrippa in Rome. 
Serlio’s third book, which in French translation, as indicated above, has 
the same title as Du Bellay’s collection, and which is similarly dedicated 
to the French king,” begins with an ode to the Pantheon: 


Entre tous edifices antiques qui en Rome se voyent, me semble le Pan- 
theon (pour vne seule piece d’oeuure) estre le plusbeau, le plus entier, & 
le mieulx entendu. [...] l'Architect lequel en fut l'inuenteur, eslust la plus 
parfaicte forme, asscavoir, la rotundit[é] [...] Pource que le Pantheon 
me semble estre la plus parfaicte architecture que iamais aye veue, m'a 
sembl[é] bon le mesme poser icy au premier rencq & pour vng chief de 
tous aultres edifices. [...] au vray lon peult iuger & appeller ce Temple 
vng vray exemple d'Architecture.?? 


[Of all the ancient buildings to be seen in Rome, the Pantheon (as a 
single masterpiece) is in my view the most beautiful, the most perfect 
and the best thought-out. [...] The architect who designed it, chose the 
most perfect shape, namely rotundity [...] As the Pantheon appears to 
me to be the most perfect architecture I have ever seen, it would seem 
to me to be correct to give this structure the highest ranking, judging it 
superior to all other structures. [...] Truly one can consider this temple 
to be a veritable model for architecture.] 


Serlio's authority 1s so great that at the time the Pantheon became a 
symbol of not only architectonic, but also poetic perfection. In 1537 


33 Cf. Paul Imbs (ed.), Trésor de la langue française [...], vol. V, Paris, 1977, p. 1036. 

34 Balsamo points to another connection between Du Bellay and Serlio. According 
to him, Du Bellay would have borrowed several architectural terms from Serlio, among 
which the ‘quatre appartemens' of Regrets CLVII (‘Le poète et l'architecte", o.c., pp. 61- 


35 Serlio, Troisiesme Livre de l’Architecture, o.c., foovv. 
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Aretino wrote a letter to Sperone Speroni in which he compared one of 
the latter’s dialogues with the Pantheon, in terms which would seem to 
have come straight from Serlio’s text quoted above.” 

Thus according to our hypothesis it is highly likely that Du Bellay 
thought of the Pantheon when composing the collection. Here, for 
that matter, architecture and topography converge. We have already 
established that the collection’s circular structure is the reflection of the 
perfect shape of the universe. According to historians of the time, this 
also holds for the Pantheon.’ 

In addition to this, the meaning of the Pantheon as ‘a perfect model 
of architecture’ (Serlio) also appears in Du Bellay’s work, namely in 
Regrets CVII: ‘[...] tant de Seigneurs nous voyons chacun jour / Bastir 
sur la Rotonde, et sur le Collisee’ [‘each day we see so many men build- 
ing the Rotunda and the Colosseum]. For Du Bellay the Colloseum 
and the Pantheon are symbolic of the reconstruction of the new Rome, 
being built from the stones found among its ruins. This theme recurs in 
a mildly ironic form in Antiquitez XXVII: 


36 The Pantheon, according to Aretino, is ‘solo parangone e perfetto essempio di 
quanto può fare l'Architectura [...] Cosi è fatto il vostro lavaro’ [‘unique... and perfect 
example of what Architecture is capable of. [...] Your work is made like this’] (Pietro 
Aretino, Lettere, ed. Paolo Procacciole, Rome, 1997, t. L, p. 210). I found the reference 
to Aretino in Onians, Bearers of Meaning, 0.c., p. 300, who remarks on the subject of 
the problematic dating of the letter: Admittedly Serlio's Book III appeared only in 
1540, three years after the letter was written, but it must have been prepared earlier; 
and Aretino himself must have had access to it before publication, to judge from 
the fact that in 1539 he wrote to Lazzaro de Baif asking him to persuade Francis I 
to accept the dedication of his friend's book’. It is of course impossible to prove 
that Du Bellay knew this letter, but the three authors belonged to the same cultural 
family: Du Bellay's Defence et illustration de la langue francoyse is an imitation, and even a 
partial translation of Speroni's Dialogo delle lingue, while Aretino and his Ragionamente are 
explicitly mentioned in Du Bellay’s Divers jeux rustiques (XXXVI, v. 228) (Œuvres poétiques, 
ed. cit., p. 246). 

37 See for this, Andrea Fulvio who refers to the authority of Dio Cassius: ‘dictum 
Pantheon, ut scribit Dion [...] quod mundi formam haberet, qui propterea pantheon 
appellandum censet (Fulvio, Antiquitates, o.c., f?*xciii). The argumentation of Fulvio is 
not very clear, probably because the text of Dio Cassius not clear either. Here follows 
Dio's text in a contemporary French translation: ‘peult estre qu'il a receu ce nom par ce 
que entre les statues y sont sculptées plusieurs ymaiges des dieux, comme celle de Mars 
& de Venus: toutesfois ainsi ie pense par ce que estant faict en cercle, est semblable au 
ciel’ (Des faictz & gestes insignes des Romains [...], transl. Claude Derosiers, Paris, Arnould 
and Charles les Angeliers, 1542, f?ccvir). 

38 Du Bellays Romae descriptio refers also to the Pantheon in a rather evasive way (0.c., 
t. VIL ed. Genevieve Demerson, 1984, p. 39). 
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Regarde apres, comme de jour en jour 
Rome fouillant son antique sejour, 
Se rebatist de tant d’œvres divines: 
Tu jugeras, que le demon Romain 
S'efforce encore d'une fatale main, 
Ressusciter ces pouldreuses ruines. 


[See how, day after day, Rome keeps on sifüng through its ancient 
quarters and is rebuilding itself from so many divine buildings: your 
would think that the Roman demon were still using its fatal hand to 
try to resuscitate these collapsed ruins.] 


In Songe VII this irony becomes satire: the new Rome is resurrected like 
a phoenix from the ashes, but does not adopt its old style—that of the 
eagle, the bird of the sun, the symbol of old Rome, but that of the night 
owl, fleeing from sunlight. 

The turn of phrase ‘bastir sur la Rotonde’ can also be taken less 
literally, in the sense of ‘continued building on the Pantheon’, ‘imitating 
the Pantheon’. This interpretation is in good keeping with the practice 
of Renaissance architecture: in the sixteenth century the Pantheon was 
the model for a great number of circular-shaped buildings, both in Italy 
and France. 

A literary example of a construction of this sort, inspired by the 
Pantheon, can be found in Alector (1560), a peculiar novel from the hand 
of the humanist and emblematist Barthélemy Aneau.? In this novel the 
following ‘description’ of a temple is given: 


qui estoit en parfaicte rondeur elevé sur treize piliers seullement [...] 
avec son comble et pinacle rond, pertuisé au mylieu et, par un grand 
trou rond de trois coudées en diametre, donnant veüe et regard au Ciel 
ouvert. Hl 


[which, perfectly round, was built on only thirteen columns [...] its 
round, domed roof had a hole in the middle, three ells in diameter, 
through which one had an unrestricted view of heaven] 


In the commentary to her edition of this novel, Marie Madeleine 
Fontaine?! shows that this ‘description’ should be seen in the light of 
the Italian and French predeliction for round buildings modeled on 


39 In relation to Du Bellay Aneau is above all known as the criticaster of his Deffence. 
See Kees Meerhoff, Rhétorique et poétique au XVIe siècle en France. Du Bellay, Ramus et les 
autres, Leiden, 1986, pp. 135-164. 

40 Barthélemy Aneau, Alector ou le Coq. Histoire fabuleuse, ed. Marie Madeleine Fon- 
taine, Geneva, 1996, p. 155. 

^! Aneau, Alector, o.c., p. 710. 
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DES ANTIQVITES 


N erf aulere cofte de ce fillet ay promis de monitrer ce petit temple de Bramät,leäjl n'eft de grande forme 

n'ayant cíte faiét que feulement pour memoire & fouucnance de S. Pierre Apoftre: car lon veult dire que fur 
la mefme place il fut cruci£e.Lediét temple eftmefure auec lancié pied Romain, leq! pied eit de. xvj.dorgtz 
& chafcun doigt ett de quattre minutes, duquel lon trouuera les mefüres par la palme Romaine, icelle accroitlant 
de quattre doistx. Le diametre de ce temple eft de xxv.picdz &.xxij minut . La largeur de l'ambulation enuiron 
nant le temple, cit de fepe ge Sven des colomnes font chefcunes dyng pied &.xxv.minu. La largeur dela 
porte eft de Eos redet lemy.Les quadrerz & petitz rondz de dedens enuyronnätlediet temple, denotct les lacu 
naires de la volfeure füruenäte für les colom.Lefpefleur du mur eft de cinq piedz. La refte des mefures peult 
on comprendre par les premieres. : 
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the Pantheon. The only abnormal thing about this description is the 
number 13, that takes on a symbolic meaning in the novel. From the 
fact that Aneau uses the word ‘seullement’, one may deduce that the 
number of columns used for a round temple of this sort would normally 
have been greater. The examples that Fontaine gives in the text of her 
commentary—namcely the San Pietro in Montorio, made by Bramante 
(the well-known Tempietto) and Sangallo's plan for the dome of the 
Vatican's St Peter's—show that sixteen columns is the most common 
configuration.? This is beautifully visualized by Serlio in his Antiquitez de 
Rome. In this work he gives an illustration of the plan Bramante made 
for Tempietto. This illustration shows the sixteen columns which carry 
the round dome construction (Fig. 10)? Another illustration drawn to 
a larger scale portrays a second row of columns parallel with the first 
(Fig. 11).^ The two colonnades together have a total of 32 columns, 
the number of sonnets in Du Bellay's Antiquitez. 

The proposition that Du Bellay imitated Serlio’s reproduction. of 
Bramante's Tempietto for his Antiquitez is of course no more than an 
interpretative hypothesis, which is plausible, but difficult to actually 
prove. Less hypothetical 1s the above-argued observation that Du Bellay 
had an architectural ideal in mind for the structure of his collection. 
This observation also seems to be implied in a remark which Aris and 
Joukovsky make in the introduction to their edition. Without further 
argumentation, they compare the sonnet Au Roy with an arch that gives 
access to an ancient monument: ‘une sorte de porche au seuil de ce 
monument à l’antique’.*® 


6. Architecture, poetic art and magic 


The reason Serlio gives for speaking about the ‘modern’ architect Bra- 
mante in his book on classical architecture is the following: 


#2 As far as I know, the architectural treatisies in Antiquity and Renaissance do not 
give any explanation of this preference for the number 16. This preference undoubtedly 
has the above mentioned geometrical reason: a circle can easily be divided in sixteen 
equal parts. Moreover, 16 is the sum of the two numbers 10 and 6, which are considered 
as ideal by Vitruvius (De Architectura Ill, 1). 

43 Serlio, Troisiesme Livre de l'Architecture, o.c., fo19". 

44 Serio, Troisiesme Livre de l’Architecture, o.c., f°1g". 

#5 Aris and Joukovsky (eds.), o.c., p. XVII. 
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On peult dire [...] qu'il feit ressusciter la bonne Architecture, laquelle 
depuis les anticques iusques en son temps avoit [été] ensepulie.*6 


[One could say [...] that he has resuscitated good architecture, which 
had lam dormant from antiquity until his day.] 


This set of images comprising death, sepulchres and the magical raising 
of the dead is a cliché in Renaissance poetry." These images also recur 
in the Antiquitez of Du Bellay: 


Rome n’est plus: et si l'architecture 

Quelque umbre encor de Rome fait revoir, 

C'est comme un corps par magique scavoir 

Tiré de nuict hors de sa sepulture. 

[Rome no longer exists, and if architecture can still conjure up a shadow 
of Rome, then it seems to be by magic powers, like a body being 
summoned from the grave at night.] 


It is the poet who has control of this ‘magique scavoir', as can also be 
read in the opening sonnet of the series, in which the poet addresses the 
‘Divins Esprits’ with magic formulas: 


Trois fois cernant sous le voile des cieux 
De vos tumbeaus le tour devocieux, 
A haulte voix trois fois je vous appelle: 


‚Jinvoque icy vostre antique fureur, 
En ce pendant que d'une saincte horreur 
Je vays chantant vostre gloire plus belle. 


[Thrice, under the veil of the skies, I make my devoted rounds of your 


sepulchres; I call out to you three times in a loud voice; thus invoking 
your old frenzy, whilst I, gripped by a saintly awe, will sing your praises] 


And in the sonnet Au Roy Du Bellay shows that his Job as a poet is 
comparable to that of modern architects, namely rebuilding using the 
ruins of ancient Rome: ‘Ce tableau se pourra bien vanter d'avoir hors 
du tumbeau / Tiré des vieux Romains les poudreuses reliques” ["This 
[poetic] tableau may boast of having summoned from the grave the 
collapsed remains of ancient Rome]. 

The most natural place to make an appeal to the spirits is the 
Pantheon: in Antiquity the Pantheon was considered to be the ideal 


46 Serlio, Troisiesme Livre de l'Architecture, o.c., f°16. 
47 See, for instance, Thomas M. Greene, The Light in Troy. Imitation and Discovery in 
Renaissance Poetry, New Haven and London, 1982, pp. 220-241. 
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place for ‘Divins Esprits’ and people to meet.‘ Seen in this light Du 
Bellay’s collection of poems would seem to be an attempt at creating 
his own ‘Pantheon’, in order to make it possible to contact spirits from 
the past. 

My interpretation does not rule out different interpretations. The 
Antiquitez has quite rightly been associated with the poetic genre of the 
tombeau.? ‘This monument, whether made of stone or paper, has indeed 
the same paradoxical symbolism as Du Bellay’s collection: it is the 
imperishable symbol of man's mortality. Moreover, at the same time it 
is a symbol of the everlasting greatness of man. This is also, by the way, 
the current meaning of the word ‘Pantheon’: by offering a last resting 
place for the mortal remains of the Nations Great and Good, the 
building grants them immortality—in this respect the Panthéon in Paris 
naturally springs to mind. According to the dictionaries this meaning 
dates back to the eighteenth century, but in practice the Pantheon in 
Rome was already fulfilling this function in the sixteenth century. In 
his day Du Bellay would have been able to see Raphael’s tomb in the 
Pantheon. 


7. Conclusions 


Bearing the foregoing discussion in mind, if we compare the Antiquitez 
with other collections of poems from the period Du Bellay's originality 
is evident. In Maurice Scéve's poetry or Du Bellay's friend and rival 
Ronsard's poetry, architecture does play an equally important role it 
is true, however with this difference: if Scéve or Ronsard refer to 
architecture as a metadiscursive image for poetry, then their texts never 
adopt the visual shape of a building. And if Ronsard incidentally gives 


48 Tt is not clear to which precise gods the Pantheon was dedicated, before the 
building was transformed in 609 into a catholic church, consecrated to S. Maria 
ad Martyres. In the literature on the Pantheon one finds a variety of hypotheses: 
the Romans should have dedicated the Pantheon to ‘all gods’, to ‘all the twelve 
gods of the sky' or to one chief god (one thinks of the temple consecrated to the 
‘Souverain Dieu JOVA in Alector, o.c., chap. 32). This uncertainty is in accordance with 
the terminological lack of clarity of Du Bellay himself: who are the ‘Divins Esprits’ 
invoked: penates, lares, ghosts, phantoms or demons? A comparable terminological 
indistinctness is found in the opening sonnet of Songe, where ‘Dieux’, ‘un Demon’ et 
‘Dieu’ are placed together in a seemingly unproblematic way. 

# Eric MacPhail, ‘The Roman Tomb or the Image of the Tomb in Du Bellay's 
Antiquitez’, Bibliothèque d’Humanisme et Renaissance 48 (1986), pp. 359-372. 
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his texts an architectural shape, then it is not for the purpose of talking 
about architecture.? As far as I know, Du Bellay is the only one who 
casts his architectural themes in an architectural form. 

Herein lies the significance of the double poetical image announced 
in the title: eulogy and lamentation, grandeur and ruin. To summarize, 
we have tried to show that in the form of the collection (a circular 
structure of 16 pairs of sonnets) the topography of the object, Rome, 
is shown in its ‘grandeur’. From an architectural point of view, we 
can acknowledge that the structure of the collection is responsible for 
the whole transcending the elegiac tone of the constituent parts: the 
collection takes the place, as it were, of the object that has long been 
reduced to ruins. To this end the poet has erected a paper monument 
which, paradoxically enough, has had a longer lifespan than the marble 
of Rome. He has used the Pantheon as his model, that in addition 
to being the symbol of architectural and poetic perfection worthy of 
imitation, is also the ideal place to make contact with the spirits of the 
past. 

The poet's ambition extends even further. His paper monument aims 
at being a ‘bienheureux presage’ from the translatio imperu of ancient 
Rome to modern France, wished upon king Henry II by Du Bellay 
in his opening sonnet. Here however, as 1s so often the case with Du 
Bellay, there is a disclaimer: the ‘good omen' also contains a warning 
directed at Henry IL. The countless 1mages of decline and fall in the 
Antiquitez *Monstr[e|nt que tout en rien doit un Jour devenir’ (Antiquitez 
XX) ['show that one day everything will be reduced to dust]. 

Our interpretation of the Antiquitez as a close-knit structured entity 
when viewed in the broader framework of this collection begs the ques- 
tion of whether we can still refer to it as a collection of poems. Is not 
what we have here more of a long poem, consisting of sixteen pairs of 
sonnets? This question—collection or poem?—also has a bearing on 
the way the modern French editors (without incidentally any argumen- 
tation or justification) categorize the Antiquitez: in some cases they use 
the term ‘ce recueil’, in others ‘ce poéme’. The term ‘recueil’ seems to 
me to stem from the modern custom of removing the sonnets of the 
Antiquitez from their original context and including them in anthologies, 
and is therefore anachronistic. The term ‘ce poéme’ seems to me to 
be more in line with what Du Bellay’s intended. Whether people today 


50 One thinks of some of the Odes analyzed by Doranne Fenoaltea, Du palais au jardin. 
L'architecture des Odes de Ronsard, Geneva, 1990. 
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interpret the Antiquitez as a ‘collection’ depends on how precisely one 
chooses to define the term. Whatever the case may be, the Antiquitez is 
not a collection of occasional sonnets: it is a coherent body of work with 
a well-wrought structure. 


CHAPTER FIVE 


CHANGING STRUCTURES IN REMY 
BELLEAU'S PIERRES PRÉCIEUSES (1576) 


Among the works of the Pleiade poet Remy Belleau, the volume Les 
Pierres precieuses has attracted a lot of attention, not only among its 
first readers! but also among modern critics. The latter have studied 
the sources of the collection (Pliny, Marbode, Cardan and Francois 
La Rue), its Ovidian themes (metamorphosis and love), the curative 
properties of the precious stones described, and the metadiscursive 
aspects of the work.? However, these studies most often focus on a single 
thematic aspect of the collection. Only incidentally do they discuss the 
general structure of the volume, its dispositio. Thus, Maurice Verdier's 
preface to his Belleau edition and the articles by Jean Braybrook make 


* This chapter is a slightly adapted translation of an article written by Evelien 
Chayes and Paul J. Smith, published in Revue d'Histoire Littéraire de la France 104 (2004), 
PP- 25744- 

! Suffice it to mention the epitaph which Ronsard wrote upon his friend's death: 
‘Ne taillez, mains industrieuses, / Des pierres pour couvrir Belleau, / Luymesme a basti 
son tombeau / Dedans ses Pierres precieuses’ [‘Do not hew, industrious hands, stones 
for burying Belleau; he himself has built his tomb in his precious stones], cited by Mau- 
rice E Verdier, the editor of the edition we have used: Les Amours et Nouveaux Eschanges 
des Pierres précieuses, Geneva, 1973, p. X. For some other contemporary reactions, see 
Alexandre Eckhardt, Remy Belleau, sa ve —sa Bergerie, Budapest, 1917, pp. 11-12. 

? See especially Jean Braybrook's three articles, ‘Remy Belleau and the Pierres 
precieuses’, Renaissance Studies 3 (1989), pp. 193-201; ‘Remy Belleau and the figure of the 
Artist, French Studies 37 (1983), pp. 1-16; ‘The Curative Properties of Remy Belleau’s 
Pierres precieuses’, Explorations 16 (1990), pp. 111-125; as well as Guy Demerson’s two 
articles, ‘Poétique de la métamorphose chez Belleau’, in Guy Demerson (ed.), Poétiques 
de la métamorphose, Saint-Etienne, 1981, pp. 125-142; and ‘Remy Belleau et la naissance 
du monde’, in J.-C. Ternaux (éd.), Naissance du monde et l'invention du poème, Paris, 1998, 
pp. 193-215; A. Eckhardt, Belleau, op. cit.; Claude Faisant, *Gemmologie et imaginaire: 
les Pierres précieuses de Rémy Belleau’, in C.-G. Dubois (ed.), L'invention au XVIe siècle, 
Bordeaux, 1987, pp. 83-106; Michel Jeanneret, ‘Les œuvres d'art dans la Bergerie de 
Belleau’, Revue d'Histoire Littéraire de la France 70 (1970), pp. 1-13; Marcel Tetel, ‘La 
poétique de la réflexivité chez Belleau’, Studi Francesi 29 (1985), pp. 1-18; Evelien 
Chayes, ‘Tromper les plus clair-voyans. The Counterfeit of Precious Stones in the Work 
of Remy Belleau’, in Toon van Houdt, Jan J. de Jong, Zoran Kwak, Marijke Spies, 
Marc van Vaeck (eds.), On the Edge of Truth and Honesty. Principles and Strategies of Fraud and 
Deceit ın the Early Modern Period, Leiden and Boston, 2002, pp. 183-222. 
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some attempt at providing an analysis of the structure of the collection, 
but do not sufficiently work this analysis out. The only real exception 
is an unpublished dissertation by Madeleine ‘Thurston La Rue, which 
starts to offer a promising analysis of the poems’ order of presentation, 
only to continue, in much less convincing fashion, with an esoteric 
interpretation.’ 

The lack of attention given to the structure of the collection can be 
explained by the simple fact that Renaissance theorists hardly mention 
the question of dispositio and, if they do, it is only in very general terms. 
However, as we have demonstrated in the preceding chapters, the dis- 
position of collections of poetry 1s a matter of the greatest importance: 
it is a domain par excellence in which the poet, within the limits of 
emulating imitation, can demonstrate his originality with respect to his 
predecessors. 

In the case of Belleau's Pierres précieuses, his immediate predecessors 
were the authors of lapidaries, for whom disposition, at the level both 
of the description of the individual precious stones* and, more gener- 
ally, the ordering of the collection as a whole, was very important. This 
is why Belleau, in the first edition printed in 1576, opens his collec- 
tion with a text in prose, written in the style of the older lapidaries, on 
the general aspect of the stones: substance, colour, ‘vices’, ‘naïveté’ and 
‘difference’. This prose pastiche enables him to present to his reader the 
*doctes et divins escrits’ ‘des anciens autheurs’ (p. 16) as the descriptive 
model which he is going to try to emulate poetically. This emulation is 
underscored in the opening lines of the collection's first poem: ‘Cher- 
chon, Muse, cherchon quelque sentier nouveau / Et fuyon le chemin 
de ce tertre jumeau: / Il n'est que trop battu’ (1? pp. 36-37) [‘Seek, 
Muse, seek a new path, and let us leave the path of these twin hills, 
because it is too well-trodden.’]. It is with these formulas of revolution- 
ary fervor so often used by the Pléiade poets that Belleau commences 
his own voyage of poetic emulation: after distancing himself, through 
the figure of preterition, from the classic poets of cosmology, bucolic 


3 Madeleine Thurston La Rue, The Esoteric Tradition in Les Amours et nouveaux eschanges 
des Pierres précieuses? of Remy Belleau, PhD dissertation, University of Chicago, 1979. 

* 'This description follows the taxonomy, of Aristotelian origin, which was still 
commonly accepted in natural history during the second half of the sixteenth century. 

5 We have numbered the poems (which, in the 1576 edition, are not numbered) 
not only in order to refer to them more easily, but especially because we do not want 
to exclude a priori the existence of numerical symbolism. For reasons of clarity and 
concision, we have adopted Arab numerals. 


CHANGING STRUCTURES IN REMY BELLEAU’S PIERRES PRÉCIEUSES 113 


poetry and epic, he closes his first poem by combining lapidary science 
and Ovidian metamorphosis myth in an original way. And the opening 
lines of his second poem show that his quest for variety does not con- 
cern only his predecessors, but also his own preceding poems: ‘C’est 
trop chanté [...] / Autre labeur te faut choisir; / Car l'usance trop fami- 
liere / Du plaisir se change et s'altére/ Le plus souvent en desplaisir’ 
(2, p. 55) [You have sung too much [...] Choose another occupation, 
for too great familiarity with pleasure changes and turns into displea- 
sure.”]. 

This taste for variety is one of the structuring principles of the 
collection. As Jean Braybrook has rightly observed: ‘from the outset 
Belleau plays with the reader's expectations’.° According to Braybrook, 
this ironic intent is announced by the full title of the volume: Les Amours 
et Nouveaux Eschanges des Pierres précieuses: vertus © proprietez d'icelles: *|It] 
begins by sounding like yet another collection of Petrarchist love poems, 
then evokes memories of Ovid’s Metamorphoses and finally makes one 
expect a quasi-scientific lapidary’. 

Here then are our premises: the collection has a non-arbitrary struc- 
ture, which is based on the priciple of variation, external (emulation 
of the predecessors’ models) as well as internal (variation which seeks, 
from one poem to the next, to foil the reader’s expectations). 


1. The five cycles of the Pierres précieuses 


In order to facilitate our analysis of the collection,’ it is helpful to sum- 
marize in a table the most obvious features of the poems, which we can 
assume will be important in understanding the structure of the collec- 
tion. These include the titles of the poems, the names of the dedicatees, 
the metre and the strophic forms used, and the colours which, in the 
description of the individual stones, appear to be dominant. 


6 Braybrook, “The Curative Properties’, o.c., p. 124. 

7 Our reference text is that of the first edition (1576). This is because the numerous 
texts added to the second edition, published after Belleau's death, profoundly change 
the nature and structure of the collection, as we will see in the conclusion of this 
chapter. 
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10 


II 


12 


13 


14 


15 


16 
17 


18 


Title 


L'Améthyste 
ou les Amours 
de Bacchus & 
d'Améthyste 
Le Diamant 
La Pierre 
d'Aymant ou 
Calamite 


La Perle 


Les amours de 
Hyacinthe et de 
Chrysolithe 

Le Rubis 


Les Amours d’Iris 
et d’Opalle 
Le Coral 


L’Onyce 


L’Emeraude 


Le Saphir 


La Turquoise 


L’Agathe 
Le Jaspe 


La Coupe de 
Crystal 

La Cornaline 

La Pierre d’Aigle, 
ditte Aetités 

La Pierre du Cog, 
ditte Gemma 
Alectoria 
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Dedicatee 


La Royne 


La Royne de 


Navarre 


Mme la 
Duchesse de 
Montpensier 


Mme la 
Duchesse de 
Guyse 


Mme la 
Duchesse de 
Nevers 

Mile d'Elbeuf 
Marie de 
Lorraine 
Mme la 
Mareschale de 
Rez 

Mlle de 
Surgéres 

Mlle de Brissac 





Mme de 
Villeroy 
La France 


metre 


12 


strophic form 


no strophes, 
312 


32 X 6 = 192 
no strophes, 
264 


25 X 6 = 150 


no strophes, 
274 


17 X 10 = 170 


no strophes, 


116 
24X6 = 144 


no strophes, 
100 


29 X 6 = 174 
9X14+1X6 
= 132 
9X12+1X4 
= 112 
26x6 = 156 
3X18*1x6 
= 60 
18x6 = 108 
6x6 = 36 
10X6 = 60 
7X6 = 42 


colours 


purple 


white 
white, black 


white, black 


purple 


red 


white 


red (white) 


white 


green 


blue 


green 


red 
green, red 
white (red) 


red 
dull-black 


dull-black 


20 


21 
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Title Dedicatee metre strophic form colours 

La Pierre Mlle de 8 9X6 = 54 dull-black 
d’Arondelle, dicte Belleville 

Chelidonius lapis 

La Pierre d’Once, 8 7X6 = 42 dull-black 
ditte Lyncurium 

La Carchedoine 8 10X 6 = 60 


This table enables us to distinguish five cycles: 


I. 


II. 


III. 


poems ı to 9. This cycle is marked by the regular alternation 
of non-strophic poems written in alexandrine verse and strophic 
poems written in octosyllabic verse. The octosyllabic poems are 
dedicated to a lady; the alexandrine poems have no dedicatee. 
In addition, the latter have more elaborate titles (les Amours de 
.., which would suggest an Ovidian reading), with the notable 
exception of poems 3 and 9, which we will discuss below. 

poems 10 to 14. The poems in this cycle all have a dedicatee. They 
are in either octosyllabic or heptasyllabic verse. In contrast to the 
first cycle, they are all strophic, and the dominant colours of the 
stones are green and blue (with the sole exception of poem 13). 
poems 15 and 16. These two strophic poems, in octosyllabic verse, 
have no dedicatee. Their distinguishing feature are the colours 
white and red: green, which appeared to unify the second cycle, 
1s absent. 


IV. poems 17 to 20. Their deviant titles distinguish these strophic 


poems, in octosyllabic verse, from the other poems in the collection. 
The titles explicitly allude to what is absent in the other poems: the 
animal origins of the stones described. The first three poems, which 
all have dedicatees, have their origins in a bird, while the fourth, 
which has no dedicatee, has its origins in a mammal, the lynx. 


V. poem 21. The last poem in the collection appears to constitute a 


separate group on its own: it is distinguished from cycle IV by its 
title (which informs the reader that the stone described is not of 
animal origin), by its lack of a dedicatee (which however suggests a 
resemblance with poem 20) and by the remarkable absence of any 
mention of colour. 


This structure, which at first sight appears transparent, nevertheless 
poses a number of problems which undermine it. We have already 
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mentioned the deviant poems 3 and 9, to which we could add, for 
different reasons, poems 10 (which, if we leave out the colour green, 
could also belong to the first cycle), 15 (the only poem which does 
not in fact describe a stone, but an artefact) and 18 (the only poem 
dedicated not to a real person but to an allegorical figure). Likewise, 
at a higher level than that of the individual cycles, we can detect other 
structuring principles: thus, if we consider the poems with a dedicatee 
as a distinct subset, we could note a loosely descending hierarchy, which 
leads from the Queen of France to Mlle de Belleville, the illegitimate 
daughter of Charles VI. This hierarchy is however broken not only by 
poem 18 (dedicated to France), but also by the dedicatees of poems 
10 to 14, whose order of presentation seems to follow other stucturing 
principles. These include the numerical symbolism of the number ı2, 
alrcady present in traditional lapidaries, and the structuring role which 
poem 11 appears to play, occupying the exact centre of the collection 
(10+1+ 10). In order to account for these factors which undermine the 
basic disposition shown in the table, we will propose three alternative 
reading methods: ı. a linear reading; 2. a centripetal reading; 3. a 
numerological reading. 


2. A linear reading 


Our linear reading aims to account for the internal ordering of each 
of the separate cycles, as well as of the ordering of the cycles in the 
collection as a whole. Such a reading presupposes at each new stage 
(cycle or individual poem) the creation of a new ‘horizon of expec- 
tations’, and a subsequent reinterpretation of what has already been 
read. Thus, once the reader has discovered the principle of alternation 
which underlies poems ı to 7, he will return quite logically to poem 3, 
the Pierre d’Aymant, to reexamine it in the perspective of the ‘amours’ of 
the surrounding poems. Of course, by its etymology the word ‘aimant’ 
allows an easy wordplay on the words ‘aimer’ and ‘amour’, but this is 
not all. There is also an anagrammic relationship with the word 'dia- 
mant (one is reminded of Rabelais's wordplay on the expressions “dya- 
mant faux’ and 'dy, amant faux’). Belleau elaborates on this wordplay 
when he introduces the rhyme ‘loyal Aymant’ and ‘ce Diamant’ in his 
final strophe. 

Not only do phonetic links unite the two poems. Poem 2 also alludes 
to poem 3, as the author takes care to point out: 
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Diray-je chose non croyable, 
Chose vrayment espouvantable, 
De la force du Diamant 
Opiniastre à son contraire, 
Combattant comme un adversaire 
La force et vertu de l'Aymant? 


Car estant la pierre voisine 

Du Diamant à l'aymantine, 

Au lieu de faire une amitié 

Le fer tombe, et luy fait démordre, 

Exerçant le cruel désordre 

D'une secrette inimité. (2, v. 85-96). 

[Shall I tell you something incredible, something really frightful, about 
the force of Diamond, which resists its opposite, fighüng like an adver- 
sary the force and virtue of the Magnet? 

For, when Diamond is put near the magnet, instead of making friendship, 
iron falls away and forces it to let go, exercising the cruel disorder of a 
secret enmity.] 


This allusion therefore refers to the antipathy between the two stones, 
which naturalists since Pliny had described. This antipathy, according 
to the principle of disappointed expectations, is Belleau’s reason for 
juxtaposing the two. By doing the opposite of what one would have 
expected, Belleau appears to underline the attracting properties of the 
magnet. Thus, the magnet, placed in third place in the collection, by 
surmounting its natural antipathy towards its neighbour the diamond, 
prefigures the harmony which underlies the ordering of the collection. 
In addition, its place in between the diamond and the pearl, i.e. in 
between the Queen of France and Marguerite (another name for a 
pearl), Queen of Navarre, seems to figure the hope that peace will be 
established between the warring factions in France—the true leitmotif 
of the collection. Here it may be helpful to remember the Latin word 
for pearl: unio, a word linked to unus: ‘one’ or ‘the unique’. 


8 See Alard of Amsterdam in his edition of the lapidary Marbodaei galli caenomanensis 
de gemmarum lapidumque..., Cologne, 1539, f. 75%: ‘Plinius lib. 13. ca. 11. & li. 24. cap. 11. 
gemma est unio quam E margaritum uocant’. This Marbode edition is a key edition; 
it is by far the richest in liminary texts and commentary. Alard takes up and completes 
the glosses of his predecesor Pictor (1531). We are inclined to believe that Belleau was 
aware of the richness of this edition and preferred it to the others. See also Francois La 
Rue, De Gemmis aliquot, us praesertim quarum divus Ioannes Apostolus in sua Apocalypsi meminit 


..., Paris, 1547, p. 99 and pp. 124sq.. 
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The second interesting case which a linear reading reveals can be 
found in poem 9, L’Onyce: this poem is related to the first cycle, but the 
long explanatory title (les Amours de...’) is absent, and the text is much 
shorter than in the other poems in cycle I. These formal aspects give 
the poem a conclusive function: as the last of the poems in alexandrine 
verse, it closes cycle I. As to the content, although the title of the poem 
does not indicate so, it draws on mythology, but in contrast to the other 
poems in cycle I, the mythological tale (the story of Cupid who creates 
onyx by breaking the nails of his mother, Venus) is of Belleau's own 
invention. After this poem, the alternation which had structured the 
collection until now comes to a halt: with L’Emeraude, a new cycle using 
new colours (green and blue) and with less mythological and more 
personal overtones makes its appearance. 

The third interesting case which a linear reading reveals is related to 
the order of poems 10 to 14. The series logically starts with poem 10, 
dedicated to the Duchess of Nevers for the simple reason that she is 
the sister of the Duchess of Guise, the dedicatee of poem 8. This would 
therefore be another reason (i.e. other than the colour evoked) to place 
poem ro not in cycle II, but in cycle I. Such indecisiveness is typical of 
the collection as a whole: it is often difficult to draw exact boundaries 
between the different cycles. This is a characteristic trait of Belleau’s 
writing, which we will encounter later in other examples. 

'The colour green, which links the dedicatees, 1s perhaps suggested by 
the Salon Verd held by the Maréchale de Retz, whose dedicatory poem 
constitutes, in the middle of cycle II, its green centre. All the female 
dedicatees of cycle II not only attended the Maréchale de Retz's salon,’ 
but they were also directly or indirectly tied to the house of Guise. 
The hierarchical order of the cycle, which, for the women dedicatees 
concerned, was surely of the greatest importance (and thereby consti- 
tuted a delicate problem for the poet, who did not want to offend his 
dedicatees) is thus deliberately disturbed. While the age and nobility 
of the Maréchale de Retz (born 1543) placed her before Mlle d'Elbeuf 
(born 1555), the order adopted by Belleau privileges two other crite- 
ria: the symbolism of the number 12, which 1s linked to the Maréchale 
de Retz, and the symbolism of the centre, poem 11, dedicated to Mlle 
d'Elbeuf Marie de Lorraine. We will study these two criteria, which in 


9 Here, we follow Verdier's commentary, who is in turn based on U.T. Holmes, “The 
background and sources of Rémy Belleau's Pierres Precieuses’, Publications of the Modern 
Language Association of America 61 (1946), pp. 624—635. 
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fact influence the structure of the entire collection, in more detail in the 
following paragraphs. For the time being, we would merely like to note 
the order of presentation of the dedicatees of poems 12, 13 and 14. Is 
it a coincidence that Hélène de Surgère, destined to become famous as 
Ronsard’s dedicatee, finds herself next to the Maréchale de Retz, Bel- 
leau’s ‘maistresse’? One suspects a relationship of emulation, doubtless 
a friendly and jesting one, between the two poets, especially because 
both offer the same precious stone to Hélène: an agate.'" One wonders, 
furthermore, whether Belleau, when composing his Prerres précieuses, was 
aware of the highly ambivalent character —‘une insaisissable volonté 
de diffamation’!'—that his friend's canzoniere was going to assume. If in 
fact Belleau was aware of it, this would explain some minor details. 
Hence, for instance, the number 13 accorded to Héléne's name, a num- 
ber which portended misfortune in the sixteenth century as in our own 
day. Likewise, the poet insists on some troubling aspects of the agate, 
which bears ‘marques sanguines’ (v. 115), and the poet observes curi- 
ously: ‘Mais n'est-ce un estrange malheur, / Pour estre commune et vul- 
gaire, / Qu'il faut qu'elle altére sa gloire, / Perde sa gráce et sa valeur?" 
[ But is it not a strange misfortune, that because it is common and vul- 
gar, it must diminish its glory and lose its grace and value?’| 

The juxtaposition of Mlle de Surgére and Mlle de Brissac seems to 
be predicated on a contrast: Héléne's beauty 1s contrasted to the ugli- 
ness, both physical and spiritual, of Jeanne de Cossé, the daughter of 
the Count of Brissac. Her ugliness is so renowned" that Belleau's poem 
automatically turns into a paradoxical praise poem. The choice of pre- 
cious stone offered to Jeanne underlines her inferiority as compared 
to Héléne: as Verdier remarks in the notes to his edition, jasper is the 
‘opaque variety’ of agate (p. 174). The idiosyncratic nature of poem 14 is 
further underscored by its strophic form (it is the only to have 18-verse 
strophes) and by its heptasyllabic metre. This deviant metre links it to 
the only other poem in heptasyllabic verse, Le Saphir, which occupies, 


10 The first edition of the Amours d’Helene was published in 1578. Unfortunately, 
nothing is known concerning the date of composition of Ronsard's sonnet. 

11 Ronsard, o.c., vol. I, p. 1359. 

12 Pierre de L'Estoile notes: ‘[Elle] estoit laide, bossue et contrefaite, et encore plus, 
selon le bruit de la Cour, quelque artifice qu'elle emploiast pour paroistre autre. 
Et si n'avoit l'esprit guéres plus beau (à ce qu'on disoit) que le corps; dont fust 
semé à la Cour le suivant quatrain: ‘Brissac aime tout l'artifice / Et du dedans et du 
dehors, / Ostez lui le faux et le vice, / Vous lui ostez l'ame et le corps", cited in Van 
Bever's edition of the Pierres précieuses, 1909. 
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as we have seen, the central position in the collection. Consequently, 
the relation between the two poems is one of contrast: the paradoxical 
aspect of poem 14 contrasts with the mherently perfect place poem 11 
occupies at the center of the collection. 

The fourth interesting issue which our linear reading raises concerns 
poems 15 and 16 which, together, constitute the entire third cycle. At 
first sight, these two poems are grouped together for purely negative 
reasons, 1.e. because of their lack of dedicatee and their colours, which 
exclude them from cycles II and IV. However, cycle III also has a 
thematic coherence which links poems 15 and 16, and which the poet 
takes care to stress. It is constituted by the thematic presence of the 
horn. In poem 15, La Coupe de Crystal, the poet exclaims: ‘C’est toy [...] 
Crystal gentil [...] qui nous plantes sur le front / Les cornes, qui braves 
nous font, / Quelque pauvreté qui nous presse’ [‘It is you [...] gentle 
crystal [...] who place on our brow the horns that make us brave, no 
matter the poverty that presses us’]. The horn, which is here perceived 
as the positive symbol of power, 1s a subject close to his heart, for 
Belleau had already given it a place among his Petites Inventions? The 
theme of the horn is taken up again in the name of the stone described 
in the following poem: La Cornaline. As Verdier reminds us, ‘cette pierre 
porte un nom tiré du mot corne, à cause de sa demi-transparence’. This 
etymology inspires the poet's vertiginous wordplay on the words which 
provide the very basis of the poem's mythological content: the little 
god Love breaks the horn-rim (encornure) of his bow; his mother Venus 
consoles him by giving him a kiss ‘de sa bouche couraline [‘from her 
coralline mouth’], and she ‘Luy donne en ce nouveau courrous, / Pour 
soudain encorner les bouts/ De son arc, une Cornaline (v. 15-18) [‘and 
she, angry again because he suddenly covers the ends of his bow with 
horn, gives him a Cornelia]. 

Poem 15, La Coupe de Crystal, deserves special attention. Not only does 
it describe the only artefact in the collection, but the cristalline mat- 
ter gives 1t a specular function, comparable to the mirror in Belleau's 
Bergerie: it represents a ‘mise en abyme’ of the other poems in the col- 
lection.! We may recall too that it is by means of crystal that jewellers 


13 Remy Belleau, Les Cornes, in Œuvres poétiques, ed. C. Marty-Laveau, Paris, 1878, 
vol. I, pp. 83-87. 

14 On this mirror, see Paul J. Smith, ‘Belleau et la peinture. Aspects du discours 
métapoétique de la Pléiade’, Word & Image 4 (1988), p. 331-337. Some of the conclusions 
of this article have been elaborated by Guy Demerson in his recent Belleau edition, 
Œuvres poétiques II. La Bergerie (1565), ed. Guy Demerson and Marie Madeleine Fontaine, 
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are able to imitate (‘contrefaire’) so many other precious stones, an art 
which the poet had treated at length in poem 6, Le Rubis. On this sub- 
ject, it is useful to quote his strophe: 


L'un vantera le Diamant, 
L'autre la vertu de l'Aymant, 
L'ambre, la Perle, et la Topasse, 
Et moy, ce verre crystalin, 

Où flotte le germe divin, 

Le secours de l'humaine race. 


[Some will praise Diamond, others the virtue of the Magnet, or Amber, 
Pearl or Topaz, but I will praise this crystalline glass, in which floats the 
divine seed, the aid of the human race.] 


These verses have a specular effect: the diamond refers to poem 2, the 
magnet to poem 3, the pearl to poem 4, and ‘le germe divin’, that is to 
say wine, to poem 1, devoted to Bacchus's loves. The strophe also has 
a prospective function: the image of amber appears to announce poem 
20,—only topaz does not recur as the subject of an entire poem in the 
collection, but topaz is referred to as a variety of chrysolithe m poem 5 
(v. 253). The poem turns into a praise of wine, a traditional symbol of 
divine inspiration (Du Dieu qui nous met en fureur’, 15, v. 16). 

It seems that the number 15 plays a role in the poem's interpretation. 
15 1s the concluding number in Du Bellay's Songe: it simultaneously 
marks completion and a return to the beginning, for in sonnet 15, the 
last sonnet of the Songe, the narrator wakes up from his dream and 
returns to the state of wakefulness which is described in the first sonnet. 
It seems possible that Du Bellay, and perhaps Belleau too, were thinking 
of biblical numerology, according to which 15 is the symbol of spiritual 
ascension.'® This spiritual ascension can be found in the evocation of 
Bacchic and poetic furor, which provides an echo to the opening poem's 
themes. 

The following cycle contains four poems (17 to 20) which all describe 
a non-precious stone, which is not even semi-precious but, rather, mere- 
ly curious. The stones described are all of mediocre appearance, but 
of great virtue. The description thus takes up again the tone of the 


Paris, 2001, p. XXXIsq. See also Roberto Campo, ‘Du miroir à la mémoire: sur les 
jeux ecphrastiques dans La Bergerie de Remy Belleau’, Nouvelle Revue du XVIe siècle 20/2 
(2002), pp. 5-25. 

15 See Cynthia Skenazi, ‘Le poète et le roi dans les Antiquitez de Rome et le Songe de 
Du Bellay’, Bibliothèque d'Humanisme et Renaissance 60 (1998), pp. 41-55 (p. 55). 
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paradoxical praise poem, announced in poems 13 (praise of Hélène), 
14 (praise of jasper and the decidedly unattractive Jeanne de Brissac) 
and 16 (praise of wine), and which consists in glorifying the priceless 
virtues hidden behind the mediocre appearance of the stones described. 
Another difference with the previous stones 1s that those of cycle IV are 
all of animal origin: they come, in the cycle's order, from the eagle, the 
cockerel, the swallow and the lynx, in short three birds and one mam- 
mal. What is the motivation underlying this order? By starting with the 
eagle, Belleau does nothing more than follow the tradition which con- 
sidered the eagle the king of the birds. The eagle 1s followed by the 
cockerel which, because of the well-known homophony between gal- 
lus (cockerel) and Gallus (Gaulois, Frenchman), symbolizes France. The 
juxtaposition of the eagle and the cockerel may be surprising, especially 
because French poets sometimes underline the antipathy between the 
two birds. Nonetheless, just as he had done with the diamond and the 
magnet, Belleau distances himself from tradition by juxtaposing the two 
birds. 

Whereas it seems inevitable to associate the cockerel’s stone to the 
personification of France, we think there is no specific reason to asso- 
ciate the eagle and its stone to Mme de Villeroy. Nonetheless, this asso- 
ciation assures her a prestigious place, at the beginning of the cycle, 
just a pen's stroke away from France personified, and ahead of Mlle de 
Belleville, who because of her somewhat dubious origins must necessar- 
ily close the descending hierarchy which structures the collection. 

It 1s possible that the four animal stones represent the four cardinal 
virtues, respectively fortitudo, prudentia, temperantia, justitia. For poems 17, 
19 and 20 such an interpretation seems obvious: on the eagle, the poet 
notes that he has Toeil et Tale plus forte qu'autre oyseau’ (17, v. 10- 
11). On the subject of the swallow's stone, he underscores its temperate 
virtues; it *Refroidist les chaudes colères, / Les rigueurs, les menaces 
fières, / L’aigreur des Princes et des Rois’ (v. 43-45) [‘[it] cools hot 
anger, and the rigour, the proud threats and the sharpness of Kings and 
Princes]; it is even able to drive the monster of war away from France 
(v. 46-48). The relation between the lynx and justitia is of an onomastic 
nature: in his Emblemata (1564), Joannes Sambucus devotes an emblem 


16 Verdier (of. cit., p. 203) cites some examples: ‘Mellin de Saint-Gelais et H. Salel 
opposent à deux reprises cet animal à l'aigle (qui symbolise soit l'Allemagne, soit 
l'Autriche, soit Charles-Quint)’. Sixteenth- and seventeenth-century political pamphlet 
literature provides many other examples of the antipathy between the two birds. 
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to Aequitas, in which he makes a pun on lynx and Lynceus, the legendary 
hero with a piercing gaze: ‘Lynceus est oculus iuris’. The cockerel is 
the last animal: in the bird's rich symbolism, it is hard to find precise 
references to Prudence, unless we consider vigilance (thematicized in 
the poem's first part) and eloquence” as specific forms of Prudence. 

Thus cycle IV, at the same time as it goes down the hierarchy of 
the dedicatees, thematicizes the literal descent from the air (the birds’ 
flight) to earth (the prowling quadruped). It plunges, furthermore, into 
paradox (the last stone, that of the lynx, even comes from the animal's 
urine). 

Our linear reading of the collection shows how the poet, from one 
poem to another and from one cycle to another, tries to create certain 
expectations on the part of his reader, only to foil them immediately 
afterwards. This technique of foiled expectations is at work especially at 
those moments when a linear reading is not the only approach possible, 
as we will see in the following paragraphs. 


3. The strategic places: the beginning, middle and end 


In his recent edition of Belleau’s Bergerie, Guy Demerson shows how 
this text is structured by the principle of concentric inclusion of the 
type ABCDC’B’A." This structuring principle, which is also to be 
found in Rabelais’s books! and in certain texts by Clément Marot and 
Ronsard, also underlies the Pierres précieuses, albeit in a less strict form 
than in these other texts. In our collection, it is important to define and 
interpret the centre, and to study its relationship to the beginning and 
the end of the collection. 

The centre of the collection is formed by poem 11, Le Saphir, ded- 
icated to Marie de Lorraine. This stone, whose Hebrew homophone 
sappir means ‘the most beautiful thing”, is presented as the centre of 
the universe: as a terrestrial stone, it reflects the blue hue of the sky. 
Verses 57-70 which, in a total of 132 verses, occupy the centre of the 


17 The cockerel’s stone gives ‘la grace accorte / De bien dire’ (18, v. 26-27) to who- 
ever places it under his tongue. 

18 Œuvres poétiques II. La Bergerie (1565), op. cit., p. XXVII sq. 

19 Edwin Duval, The Design of Rabelais’s Tiers Livre de Pantagruel, Geneva, 1997; The 
Design of Rabelais's Quart Livre de Pantagruel, Geneva, 1998. 

20 According to Verdier’s note, p. 159. 
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poem, and therefore the very centre of the collection, underline the 
saintly quality which the stone acquires because of its central position: 


Pierre la plus précieuse 

Qui se trouve dans le sein 

De la terre plantureuse, 

Pierre, qui du ciel serain 
Emprunte la couleur belle 

Et qui d'estrange pouvoir 

Aux hommes se faisant voir, 
Presque se monstre immortelle. 
Et c'est pourquoy le renom 

De sa force et de son nom 

La font surnommé sacrée. (11, v. 57-67) 


[Most precious stone which lies in the bosom of the luxuriant earth, 
stone which borrows its beautiful colour from the serene sky, and which, 
by showing itself with strange power to mankind, seems almost immortal. 
And that is why the repute of its name and its power have given it the 
name sacred] 


In the context of the collection’s concentric structure (I0+1+ 10), it is 
tempting to follow the interpretation of the number 11 which can be 
found in a book on numerology by Annemarie Schimmel: ‘[...] this 
number probably was meant as an emphasized round number, mean- 
ing ‘even more than 10’, since 11 can be used to ‘seal off the pre- 
ceding 10°. Elsewhere Schimmel quotes, without indicating her source 
precisely, René Guénon, who interprets 11 as “the great number of 
the /uros gamos’, the sacred marriage between macrocosm and micro- 
cosm'.? Schimmel is basing herself in all likelihood on page 61 of 
Guénon's study L’Esotérisme de Dante,” where he interprets Paradiso, xv, 
56-57, by demonstrating the vital importance of the number 11 for the 
interpretation of the Divine Comedy. Now, Dante’s work is not without 
interest for an analysis of the Pierres precieuses, especially because Belleau 
himself owned a copy of the Divine Comedy.” In our following para- 
graph, we will encounter Dante and the rich symbolism of numbers 
and stones in his work—for the meantime, we would merely like to note 
the symbolism of sapphires. For Dante, this precious stone symbolizes 


21 Annemarie Schimmel, The Mystery of Numbers, New York and Oxford, 1993, p. 191. 

22 René Guénon, L’Esoterisme de Dante, Paris, 1957. 

23 As one can read in Belleau’s testament, ‘Il Dante’ was in his library, probably in a 
mid-century Venitian or Lyons edition, as stated by M. Connat and J. Mégret, ‘Mort et 
Testament de Remy Belleau', Bibliothèque d’Humanisme et Renaissance 6 (1945), pp. 328-356 


(P- 352). 
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hope (Paradise, xxi, 101-102): ‘[...] onde si coronava il bel zaffiro / del 
quale il ciel pit chiaro s’inzaffira.’ [*[...] that crowned the fair sapphire 
by which the sky is so brightly ensapphired’].?* 

The double theme of marriage and hope explains why this central 
poem is dedicated to Marie de Lorraine. As the notes in modern 
editions remind us, this dedicatee was the sister of Charles de Lorraine, 
a student of Belleau in Joinville. The editors of the Œuvres complètes point 
out, in the biographical part of their edition, the role which Joinville 
played in the poet's life. The Bergerie confirms that the Guise’s domain 
was for Belleau a lost Arcadia, whose memory he tried to immortalize 
through his writings. The bliss experienced in the past makes him 
hope for the best in the future: through the evocation of the imminent 
marriage of his former student's sister, Belleau hopes his humanist and 
pacifist ideas will be transmitted, in the very heart of the Guise clan. 
One can note, after all, that the poem's conclusion is conjugated in 
the future tense: after having evoked the horrors of war ‘contre ses 
propres entrailles’ [‘against its own entrails?], this ‘torrent de feu / Hors 
et dedans nos murailles’ (11, v. 123-126) ['torrent of fire outside and 
inside our walls’], which the sapphire must appease, he concludes by 
evoking the happy marriage of his ‘Princesse bien née’. The ‘amours’ 
of the stones, announced in the collection's title, thus find, at the centre 
of the collection, their realization in a marriage full of promise for the 
future: 


Garde les chastes honneurs 

Et les célestes faveurs 

De ma Princesse bien née, 

Favorisant et hastant 

Le jour et l'heure, qu'elle attent 

Sous les flambeaux d’hymenee. (11, v. 127-132) 


[Keep the chaste honours and the celestial favours of my well-born 
Princess, favoring and hastening the day and the hour she awaits under 
the hymeneal torches.] 


As we have noted, the structure created by the method of concentric 
inclusion, which underlies so many other Renaissance works, is only 
partially present here. Thus, the beginning and the end (in the largest 
sense of the term, that is to say the first and last poems in the collection) 
seem to echo one another. The first verses of poem 20 literally repro- 


?* Dante, The Divine Comedy. t. II Paradiso, tr. and ed. John D. Sinclair, Oxford and 
New York, pp. 334-335. 
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duce verses taken from poem 1, which in fact describe the protagonist, 
the lynx: ‘Onces mouchetez sur le dos, / A l'oeil subtil, au pié-dispos' 
(20, v. 1-2; cf. 1, v. 207-208) [‘lynxes spotted on the back, keen-eyed 
and fast-footed’]. Likewise, the last poem starts with a characteristically 
Christian reflection on the passing of time, which leads to death, in 
verses which strongly recall verses 181—182 of poem 3: 


Toute chose qui prend naissance, 

Est esclave de l'ordonnance 

De ce grand Dieu puissant et fort; 

Tout ce que la Nature enserre 

Dans le sein fécond de la Terre 

Se rend prisonnier de la mort. (21, v. 1-6) 


[Everything that is born is a slave to the orders of this great, powerful 
and strong God; everthing which Nature enbraces in the fecund bosom 
of the Earth, becomes a prisoner of death] 


One can also note that the last poem summarizes, in a sense, the other 
poems in the collection by evoking once again the curative virtues of 
all the stones described, which are superior to the curative virtues of 
plants. What 1s more, the last stone, the *Carchédoine', born from 
a ‘divin enfantement’ (21, v. 54), is a remedy ‘Contre le démon, qui 
nous peine / De songes au fort de la nuit, / Contre la peur et la colere’ 
(21, v. 56-58). This conclusion not only repeats and summarizes the 
collection it closes, but also opens the way for the two other texts 
included in the 1576 edition: the Discours de la vanité and the Eglogues 
sacrées. 


4. Turquoise: symbolism of the number twelve 


The symbolism of the number 12 also sheds light on the structure of 
the collection. First of all, 12 1s the number of the Maréchale de Retz, 
whose name has twelve letters (C-l-a-u-d-e-d-e-R-e-t-z), as Belleau 
himself had pointed out in his Election de sa demeure in 1571: ‘Quand 
d'une aiguille mignonne / Dessus la gaze elle faconne [...] / Les douze 
lettres de son nom"? [When with a charming needle she figures upon 
the gauze [...] the twelve letters of her name]. Verdier rightly notes 


25 Quoted by Verdier in his ‘Biographie de Rémy Belleau’, Œuvres poétiques I (1995) 
p. 23. See UT. Holmes, “The background and sources of Rémy Belleau's Pierres Pré- 
cieuses’, o.c., who has identified this ‘mignonne’ as the Maréchale de Retz. 
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that the twelfth poem of the collection is also the only poem written 
in twelve-line strophes. This also transforms this lapidary collection 
into a canzomere and therefore gives a new dimension to the ‘amours’ 
mentioned in the title: just as Verdier remarked, the Pierres contain 
numerous references to Belleau’s own ‘maistresse’. 

There is something else, too: it is precisely the fusion of the num- 
ber ı2 in the unique and highly virtuous being which one encounters 
in biblical exegesis pertaining to stones and in the lapidary tradition 
which follows. It is well-known that in the Bible, the number 12 has 
profound and multiple meanings. Thus, Exodus 28 contains a descrip- 
tion of the pectoral of the high priest Aaron: this pectoral, which pro- 
tects and ornaments the chest, which houses the heart, and also the 
pneuma, is decorated with twelve precious stones, which represent the 
twelve tribes of Israel. The Church Fathers linked them to the twelve 
signs of the Zodiac the twelve months and, in a prefigurative perspec- 
tive, the twelve apostles of the New Testament. Ever since Clement of 
Alexandria, exegetes and scholars have glossed the stones on Aaron's 
pectoral. T'hus, in Alard of Amsterdam's edition of Marbode's lapidary, 
Alard describes how the ensemble of stones on Aaron's pectoral sym- 
bolizes the collection of virtues which this great personage had made 
his.?5 Alard takes up this analogy again when, in his dedicatory epistle 
to George of Egmont, he observes that 


Nam sicut Alexander ille magnus vetuit, ne quis se gemma sculperet 
praeter Pyrgotelem summum videlicet artificem: Ita non convenit doc- 
trinam evangelicam abs quovis doceri, aut munus item ecclesiasticum 
abs quovis administrari, sed a scribis doctis ad regnum caelorum [...], ab 
hisque duntaxat quibus reconditiores horum lapidum duodecim virtutes 
atque potentiae inessent. (f. 4°.-5') 


[Just as Alexander the Great forbade everyone, except Pyrgoteles, this 
excellent artist, to engrave his portrait on a gem, it is also proper that the 
evangelic doctrine should not be taught by anyone, but only by authors 
learned in the field of Heaven's reign [...], and by those in whom are 
assembled the very secret properties and virtues of the twelve stones.] 


One would expect Belleau to apply to his lady this symbolism of 
virtue, represented by the twelve stones, but, once again, the reader's 
expectations are dashed. Belleau even seems to take the opposite view 


26 Marbodaei Galli Gaenomanensis de gemmarum lapidumque pretiosorum..., Hero Alopecius, 
Cologne, 1539. See also Evelien Chaves, L'éloquence des pierres précieuses. Lapidaires du 
XVIe siècle. De Marbode de Rennes a Alard d'Amsterdam et Remy Belleau, Amsterdam, 2007 
(unpublished Ph.D. dissertation). 
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as Alard: the twelfth stone is the symbol of an ‘amitié si sainte et si 
forte’, that it adapts itself to he who feels it to the extent of breaking and 
carrying him down in its ‘cheute’ (49-60). Contrary to the immanent, 
positive qualities which Alard attributes to precious stones, Belleau 
stresses the fact that the goodness of the twelfth stone depends on 
the individual; the saintly virtue of this ‘présent du Ciel’ only acquires 
its positive and regenerative value when man makes the most of the 
human goodness he carries in himself. 

The great theme of this poem is man’s aging, the decadence of 
nature, of stone in particular: the theme of the fall—which offers the 
poet an opportunity to comment on man’s autodestruction when he 
gives himself over to war. To this theme, the poet opposes, paradoxi- 
cally,” the imortality of the celestial stone: “Turquoise, qui de couleur 
perse / Tient du bleu céleste esclarci...' (v. 37-38) [ Turquoise, which, 
of pers colour, resembles the clear blue of the sky’], and, according 
to the final verse, ‘Present du Ciel. This aerial and celestial side of 
the stones takes its place within the Christian lapidary tradition: the 
virtues, whether they be medicinal or moral, are intrinsically linked to 
the celestial soul hidden within living stones. 

The descending movement which we have detected in the Pierres, 
which is so well illustrated in poem 12 by the ‘cheute’ of man and the 
stone, seems at the same time to suggest man's redemption. Poem 12 
stresses hope in the reconstitution of an earthly paradise while simul- 
taneously ‘inspiring’ in the reader the irenic vision of the City of God. 
The surprise effect is produced by this apparent contrast between pas- 
sion, decadence and the death of the stones on one hand and their 
immortality and human striving (those of the collection’s mythologi- 
cal characters as well as the reader's) towards divine love and celestial 
redemption. 

It is here that a biblical passage intervenes: Revelation 21, which 
describes the twelve stones of celestial Jerusalem.” The twelve stones 
of the Apocalypse may have influenced the structure of Belleau's col- 


27 ‘Paradoxically’, because the stones are presented as simultaneously corruptible an 
incorruptible. 

28 The connection between the Pierres précieuses and the Apocalypse was first studied 
by Jean Braybrook, ‘Remy Belleau et les pierres précieuses de l'Apocalypse', Bibliothèque 
d’Humanisme et Renaissance 51 (1989), pp. 405-406. In this article, she indicates that all of 
the stones in celestial Jerusalem appear too in Belleau's collection, expcept for topaz. 
However, this last stone, as we have said, is mentioned in Les Amours de Hyacinthe et 
Chrysolithe as a variety of ‘chrysolithe’. Let us add that beryl and sardoin only appear in 
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lection. The author may have noted what one of his important sources, 
François La Rue’s De Gemmis, observes on this subject: La Rue is ex- 
plaining himself on the fact that, in the second part of his lapidary, he 
describes the twelve stones of the Apocalypse + 1: the umo, the pearl, 
whose symbolic importance for Belleau we have mentioned. It 1s not 
irrelevant to note that the last stone mentioned in Revelation, the 
one therefore which crowns the construction of celestial Jerusalem, 
is the amethyst: the very stone with which Belleau's collection had 
opened. 

Not only the first but also the last of Belleau's stones can be tied 
to the twelfth stone of the Apocalypse. Belleau's poem 21 is linked 
to Apocalypse by the chapter and verse numbers which describe the 
twelfth stone and the completion of the City: Revelation 21: 21.? Is 1t 
a coincidence that this verse, doubly marked by the number 21, in fact 
tells of the perfection of the number 12? However it may be, let us 
remember that in the Bible, 21 is the symbol of perfection: the Gospel 
of John numbers 21 chapters and Solomon speaks of the 21 attributes 
of Wisdom (Wisdom 7: 22-23), a text which Belleau paraphrases in the 
1576 edition, after his poetic lapidary.? Furthermore, there is a strong 
thematic relationship between Belleau's poems 12 and 2r: the aging of 
man compared to a tree, the rotting of the stones contrasted to their 
immortality.*! Just as in poem 12, poem 21 allows us to distinguish a 
double apocalyptic perspective: a destructive and an irenic one. As 
Jean Braybrook has stated: ‘Le lecteur aurait donc compris que le 
poète qui [...] déplore explicitement les guerres de religion [...] nous 
invite en plus à lire en filigrane son espoir que le retour du Seigneur 
Jésus est proche (voir l'Apocalypse 22, v. 7, 12, 20) et que la vision 


the posthumous edition of 1578. Braybrook's observations are therefore of only relative 
use to us, since our analysis of the structure of the collection is based on the 1576 
edition. 

29 It is tempting, although admittedly somewhat speculative, to quote here the 
Dictionnaire des symboles, by Chevalier and Gheerbrant who, in turn, quote René Allendy, 
Le symbolisme des nombres, Paris, 1948, pp. 366-367: Avec le duodénaire (12), le principe 
de la différenciation (2) apparaît dans l'unité cosmique (1) pour l'organiser dans ses 
aspects variés et leurs rapports normaux, tandis que dans 21 nous voyons l'individualité 
(1) résulter de la différenciation cosmique (2), c'est-à-dire exactement l'inverse; avec 12 
la dualité organise l'unité; avec 21, l'unité s'organise dans la dualité.” 

30 It is important to emphasize the fact that, among the passages of the book of 
Wisdom which Belleau does not paraphrase, are precisely the verses which deal with 
precious stones. 

31 See Verdier's notes. 
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de la Jerusalem céleste pourra se réaliser; c’est alors que de véritables 
‘nouveaux eschanges’ auront lieu.’?? 

This reference to the irenic part of the Apocalypse takes us back to 
another work whose importance for Belleau we have briefly touched 
on: Dante’s Divine Comedy. The irenic perspective which concludes this 
work is announced already in the /nferno by the evocation of Eden. 
Dante here alludes to the book Ezechiel, according to which Eden is 
a locus conclusus, a site surrounded by a wall made of precious stones—a 
biblical passage which is quoted, among others, by Alard of Amster- 
dam. Eden is the antipode of the celestial city, which appears in Par- 
adiso, and it 1s doubtless no coincidence that this 1s in chapter 21 of 
Paradiso. 


5. By way of conclusion 


It seems therefore that the structure of the collection varies according 
to the perspective one adopts. It is certainly tempting to see, in the 
changing structures of the collection, an analogy with the precious 
stones themselves, whose luminous articulation depends of the lighting 
and the optical angle of vision. The changing optical perspective can 
also be linked to the concept of steganography, defined by Béroalde 
de Verville, and whose hermeneutic utility has been demonstrated by 
Mireille Huchon in her edition of Rabelais's Œuvres: 


Ce qui est practiqué en peinture quand on mect en veué quelque paisa- 
ge, ou port, ou autre pourtrait qui cependant musse sous soy quelque 
autre figure que l'on discerne quand on regarde par un certain endroit 
que le maistre a designé. Et aussi s'exerce par escrit, quand on dis- 
court amplement de sujets plausibles, lesquels envelopent quelques autres 
excellences qui ne sont cognues que lors qu'on lit par le secret endroit 
qui descouvre les magnificences occultes à l'apparence commune, mais 
claires et manifestes à œil et à l’entendement qui a receu la lumiere 
qui fait penetrer dans ces discours proprement impenetrables, et non 
autrement intelligibles.5? 


[This is also practised in painting, when a landscape is depicted, or a 
harbour or some portrait, which hides beneath it some other object, 
which can be discovered when looking from a certain place designated 


32 Braybrook, ‘Belleau et les pierres précieuses de l'Apocalypse', o.c., p. 406. 
33 Béroalde de Verville cited in Rabelais, Œuvres complètes, ed. Mireille Huchon, Paris, 
Gallimard (Bibl. de la Pléiade), 1994, p. 1042. 
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by the painter And this is also done in writing, when some plausible 
subjects are extensively discussed, which envelop some other excellent 
subjects, which are only known by reading from the secret place that 
reveals the magnificent things, hidden to common view, but clear and 
manifest to the eye and understanding which have received the light 
which makes them penetrate these properly impenetrable discourses, 
which otherwise remain unintelligible.] 


For Belleau’s collection, these privileged ‘endroits’ or sites, designated 
as such by the master, are plural, depending on the numerical or other 
symbolisms which the collection contains. 

Another change of perspective which we have not yet commented, 
takes place when we take into consideration the place which this collec- 
tion occupies within the wider perspective of the first edition in 1576. In 
this edition, the collection is immediately followed by two other texts: 
the Discours de la Vanité and the Eclogues Sacrées. Far from seeing in this 
ensemble an arbitrary assemblage, we consider it an intentional orches- 
tration: through its message of redemption, the lapidary creates an 
ascending pathway leading toward the two other texts. In this respect 
we follow Jane Couchman’s interpretation, according to who 


Les Eclogues sacrées se trouvent bien à leur place au sommet d'un déve- 
loppement spirituel tout à fait rigoureux selon les termes de la spiritualité 
de la Contre-Reforme et d’un projet esthétique [...] mettant le plus beau 
langage au service du Dieu d'amour chrétien par opposition au dieu 
d'amour paien.’* 


On the other hand, in the posthumous edition of the collection pub- 
lished in 1578, things take on another aspect. This edition was prepared 
by some of the poet's friends, who simply added, to the 21 poems of the 
first edition, a number of other texts doubtless found among Belleau's 
papers. In doing so, they unwittingly betrayed the poet's original inten- 
tion: the symbolism of the centre, of the number 11 and 12 thereby 
disappears. The collection thus expanded takes on other accents: it 
becomes more of a traditional lapidary and more of an irenic apology, 
to the detriment of the original poetic depth of the first edition. 


34 Jane Couchman, ‘Les Eclogues sacrées prises du Cantique des Cantiques de Salomon et la 
poésie biblique de Remy Belleau', Renaissance et Réforme, new series, vol. XI, no. 1 (Feb. 


1987), pp. 29-39 (pp. 37-38). 
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PETRARCH TRANSLATED AND ILLUSTRATED 
IN JAN VAN DER NOOT’S THEATRE (1568) 


Petrarch’s famous canzone ‘In Morte di Madonna Laura’ was repeat- 
edly translated, imitated and commented upon during the sixteenth 
century. In order to evaluate the reception of this source text in some 
detail and its impact on the dispositio of the target texts, It is necessary to 
begin with a brief recapitulation of the six twelve-line Visions of which 
the poem consists. These Visions all describe in their first part a thing 
of beauty, and in their second part its destruction and downfall. The 
First Vision, opening with the famous line ‘Standomi un giorno solo 
a la fenestra’, is about a ‘fera’ pursued and finally brought down by 
two hounds, a white one and a black one. The Second Vision describes 
the shipwreck of a rich merchant ship. The Third is about a laurel 
tree, blown down by a storm. The Fourth is about a beautiful fountain, 
with some nymphs sitting beside it, the whole scene disappearing in 
an earthquake. The Fifth presents a phoenix which, saddened by the 
destructions described in the Third and Fourth Visions, kills itself in 
an unusual way: the bird does not burn itself in order to arise from its 
ashes, but it pecks itself to death, without any resurrection. Finally there 
is the description of a beautiful lady, who 1s suddenly surrounded by a 
dark cloud and bitten to death by a poisoned snake. These six Visions 
are rounded off by a three-line conclusion, a congedo, in which the poem 
is given permission to address itself to the poet: 


Canzon, tu puoi ben dire: 
Queste sei visioni al signor mio 
An fatto un dolce di morir desio.! 


[Song, you might well say: “These six visions have given my lord a sweet 
desire to die’.] 


A decisive step in the reception of this canzone is represented by the 
sixteenth-century Italian editions with important prose commentaries. 
The most influential commentaries are those by Alessandro Vellutello 


1 Petrarch, Opere. Canzoniere, Trionfi, Familiarum Rerum Libri, Florence, 1975, canz. 323. 
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(1545), Giovan Andrea Gesualdo (1533) and Pietro Bembo (1568). These 
commentaries explain how Petrarch’s six Visions should be interpreted 
allegorically: for example, the two hounds of the First Vision symbolize 
Day and Night, thus signifying Time, which takes away the beloved 
Laura. The ship of the Second Vision is an allegorical description of 
Laura’s face. Although these commentaries mostly complement one 
another, there are some minor differences between the interpretations. 
For instance the little birds singing in the laurel tree in the Third 
Vision are interpreted by Vellutello as Laura’s singing companions, 
whereas Gesualdo and Bembo consider the birds to be representations 
of Laura’s sweet voice.? These details will be of interest in some later 
interpretations of the canzone, as we shall see. 

Another important step in the reception of this canzone is the French 
translation, provided by Clément Marot in 1533, on the instigation of 
King Francis I, to whom the poem’s congedo subtly pays tribute: 


O Chanson mienne, en tes conclusions 
Dy hardiment, ces six grands Visions 

A Monseigneur donnent ung doulx desir 
De briefvement soubz la terre gesir.? 


[O my Song, say hardily in your conclusions: “These six great Visions 
give my Lord a sweet desire to go rest under the ground’.] 


According to Gérard Defaux’s interpretation, ‘Marot a légèrement mo- 
difié le sens des derniers vers de sa traduction en opposant sa ‘Chanson 
sienne’ et celui à qui il la destine, Monseigneur’, c'est-à-dire Francis I. 
Il souligne ansi le róle joué par celui-ci dans sa traduction. Le 'signor 
mio’ du poème italien est Pétrarque; le ‘Monseigneur’ de Marot n'est 
pas Marot, c'est le ror. The Marot translation was printed in La 
Suitte de l'adolescence clémentine: more than 80 editions of La Suitte before 
1568 are known. There also exists an illustrated manuscript of Marot's 
translation, which is now in the Stirling Maxwell collection of the 
Glasgow University Library? This manuscript on vellum 1s gorgeously 
illustrated by an unknown artist and is undated. Each Vision occupies 


? I follow here the analysis of S.F. Witstein., De verzencommentaar in Het Theatre van 
‚Jan van der Noot, Utrecht, 1965, pp. 20-23. 

3 Marot, ‘Le Chant des Visions de Petrarque, translaté de Italien en Frangoys’, in 
(Euvres poétiques, ed. Gérard Defaux, t. I, Paris (Classiques Garnier),1990, pp. 347-349. 

^ Marot, ‘Visions de Petrarque’, Defaux (ed.), p. 752. 

5 Glasgow University Library MS. SMMa. 
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four pages: Marot's stanza being divided into two six-line strophes (two 
pages), one on the beauty of the object described, and the other on 
the destruction of the object. Both strophes are accompanied by a 
watercolour illustration (another two pages). This manuscript is not 
widely known among literary historians. In fact, until recently, it had 
only been studied in any detail by Michael Bath.5 

There exists another illustrated manuscript of Petrarch's canzone, 
which is also little known. This is a lavishly illustrated and coloured 
manuscript, presently in the Staatsbibliothek in Berlin.” This manu- 
script, made by an anonymous artist and originating in France before 
1571, is structured in much the same way as the Glasgow manuscript: 
each Vision occupies two facing pages, the left one containing the 
first six lines of the strophe, together with the corresponding illustra- 
tion in watercolour while the opposite page gives the text and the 
watercolour of the second half of the strophe. This manuscript was 
printed some years ago in a facsimile edition by a group of Ger- 
man and French scholars, who, curiously, did not seem aware of the 
existence of the Glasgow manuscript. Until a recent article by Myra 
Orth and Richard Cooper? both manuscripts had never been exam- 
ined together. 

In about the same period as the production of the manuscripts, 
Petrarch's canzone was also published in an illustrated printed edition. 
Or, more precisely, it was integrated in the larger context of Dutch, 
French and English versions of a book by the aristocratic Antwerp 
Protestant poet Jan van der Noot, who, in 1567, was forced to leave his 
hometown and flee to London for having taken part in an insurrection. 
Shortly after his arrival in London, the Dutch and the French versions 
were published in London by the printer John Day in the same year 


6 Michael Bath., ‘Verse Form and Pictorial Space in Van der Noots Theatre for 
Worldlings’, in K.J. Höltgen, PM. Daly, W. Lottes (eds.), Word and Visual Imagination. 
Studies in the Interaction of English Literature and the Visual Arts, Erlangen, 1988, pp. 73-105. 

7 Staatsbibliothek Berlin Ms. Phill. 1926. 

8 A.-M. Lecoq, U. Winter, H. Heintze (eds.), Les six Triumphes et les six Visions Messire 
Francoys Petrarque; Die sechs Triumphe und die sechs Visionen des Herrn Francesco Petrarca. Der 
Manuskript MS. Phill. 1926 aus dem Bestand der Deutschen Staatsbibliothek Berlin, Wiesbaden, 
1988. 

9 Myra Orth, Richard Cooper, ‘Un manuscrit peint des ‘Visions de Pétrarque’ 
traduites par Marot’, in Jean Balsamo (ed.), Les poètes français de la Renaissance et Pétrarque, 
Geneva, 2004, pp. 53-71. 
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1568, the Dutch one under a long title, to which I refer here in an 
abridged form: Het Theatre oft toon-neel [...], the French one's title being 
shorter and more comprehensive: Le Theatre auquel sont exposes et monstrés 
les inconvenients et miseres qui suivent les mondains et vicieux. In 1569 an 
English version of the same book was published by the printer Henry 
Bynneman: the etchings of the Dutch and French editions, made by 
Marcus Gheeraerts the Elder, are replaced by woodcuts made by an 
unknown artist, and Petrarch’s poems have been translated by the 
young Edmund Spenser. Both the French and English versions are 
dedicated to Queen Elisabeth, whose policy at that time was to support 
the Protestants in the Low Countries. In 1572, a German edition of the 
Theatre was published in Cologne, in which the woodcuts of the English 
edition are reused. 

These four editions of the Theatre, together with the two manuscript 
versions of Petrarch’s Visions, form an interesting corpus, which will 
be my object of study in the rest of this chapter. More precisely, I 
would like to analyze how the Petrarch translation is fitted into the 
broader context of Van der Noot’s Theatre. New light will be shed on 
the function of Petrarch in the Protestant discourse of the book as a 
whole.!® 

The Dutch, the French and the English editions of the book consist 
of two sections, which have been visualised in Table I. 


Theatre, First section Sources and illustrations 


6 Visions by Petrarch (including the Translation by Marot and the 


three concluding lines), original Italian text. All six visions are 
illustrated 
11 sonnets from Du Bellay’s Songe Four sonnets of the original Songe are 


not included: nos. 6, 8, 13, 14. No. 1 1s 
included, but not illustrated 


4 sonnets by Van der Noot All four sonnets are illustrated; they 
1. the Seven-headed Monster are all based on the book Apocalypse 
2. the Whore of Babylon 

3. the Final Judgment 

4. the Eternal City 


10 I have studied elsewhere the relationships between the illustrations of the different 
editions and manuscript versions. See my ‘Petrarch Translated and Illustrated in Jan 
van der Noot's Theatre (1568), in Karl A.E. Enenkel, Jan Papy (eds.), Petrarch and His 
Readers in the Renaissance, Leiden and Boston, 2006, pp. 289-325. 
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Theatre, Second section Sources 
2 pages: commentary on Petrarch’s Commentaries by Vellutello and 
Visions Bembo or Gesualdo 


4 pages: commentary on Du Bellays Bullinger, In Apocalypsin conciones centum 


Songe (1557), translated into Dutch (1567) 
Commentary on the four General sources: John Bale, The Image 
sonnets by Van der Noot of bothe Churches (1550), translated 
Introduction: 16 pages into Dutch by Carolus Regius (1555); 
Part 1: 34 pages ‘Denakol’ (= Magdelon de Candole), 
Part 2: 29 pages Sacs et Pieces pour le Pape de Rome (1561) 


Part 3: 20 pages 

Part 4: 19 pages 
Summary: 4 pages 
Conclusion: 22 pages 


Table I. General structure of Het Theatre!! 


The first section opens with the six Visions by Petrarch. The main 
source of the Dutch version of the Theatre is Marot's French translation, 
although the original text in Italian is also used.? The French version 
of the Theatre includes the integral text of Marot's translation, with 
one interesting variant: the verse A Monseigneur donnent ung doulx 
desir’ of the congedo has been replaced by A mon Seigneur donnent 
ung doulx plaisir’. By writing ‘mon Seigneur’, the poet seems to restore 
the original Petrarchan meaning,’ and by substituting ‘desir’ by ‘plaisir’ 
the poet's longing for death is attenuated, for some unknown (personal, 
religious?) reasons. The six Visions by Petrarch are followed by eleven 
sonnets taken from the Songe (1558) by Joachim du Bellay in Dutch 
translation for the Dutch version of the Theatre and in the original 
French text in the French version of the Theatre. The first section is 
concluded by four sonnets, written in Dutch or French by Van der Noot 
himself and directly inspired by the biblical Apocalypse. 

The second section of the book is a very long prose commentary, 
which can be considered a collage of recent Protestant commentaries 


11 Information based on Witstein, o.c. and Karel Bostoen., Dichterschap en koopmanschap 
in de zestiende eeuw. Omtrent de dichters Guillaume de Poetou en Jan vander Noot, Deventer, 1987, 
pp. 63-64. The consulted edition is the one edited by WA P Smit and W. Vermeer. 

1? This has been established by A. Vermeylen, Leven en Werken van Jonker Jan van der 
Noot, Amsterdam, 1899. 

13 This is also visible in Spenser's translation: ‘thy lorde’, i.e. the poet himself. 
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on the Apocalypse, and of a number of anti-Catholic works. Van der 
Noot’s sources are more or less well known since the studies of Wit- 
stein, Van Dorsten and Bostoen!*—although to date no study exists of 
the French edition of the book. The section begins with a two-page 
interpretation of the Petrarch poems of the first section. This inter- 
pretation of Petrarch is largely based on Vellutello and probably on 
one of the two other commentators. As is demonstrated by Witstein, 
this can be deduced from the different interpretations they give of cer- 
tains details, like the birds on the laurel tree, mentioned above. The 
four-page interpretation ofthe Du Bellay sonnets is inspired by the ser- 
mons by the theologian Heinrich Bullinger, the successor of Zwingli in 
Zurich. The very long interpretation of the four apocalyptic sonnets 
by Van der Noot is largely inspired by a book of John Bale, translated 
into Dutch by Carolus Regius, who probably was Carel de Coninck, 
the Protestant martyr who was burned at the stake in Bruges in 1557. 
The other source is a French anti-Catholic pamphlet, entitled Sacs et 
Pieces pour le Pape de Rome, dating from 1561. Looking at the distribu- 
tion of the pages over the two sections, one notices the overwhelming 
length of the second section. Dutch critics have rightly compared the 
structure of the book to a huge Protestant temple, with a small Renais- 
sance frontispiece or entrance: the Renaissance entrance being the first 
section, which is no more than a poetic and artistic eye-catcher. It is 
to this first section that I want to limit myself in the rest of this chap- 
ter. 

What is the general structure of this first section? The six Petrarchan 
and the eleven Du Bellay poems are pessimistic in the sense that they 
all point to the violent destruction of worldly affairs: earthly love in 
the Petrarchan cycle, Roman grandeur in the Du Bellay cycle. This is 
also true of the first two sonnets by Van der Noot, which describe the 
coming of the Seven-headed Beast of the Apocalypse" and the Whore 
of Babylon. The penultimate sonnet describes the Final Judgement, and 
the very last one gives the irenic vision of the Eternal City. This general, 


14 Witstein, De verzencommentaar, o.c., Bostoen, Dichterschap en koopmanschap, o.c.; J.A. van 
Dorsten, The Radical Arts. First decade of the Elizabethan Renaissance, Leiden, 1970. 

15 Witstein, De verzencommentaar, 0.C.. 

16 For a close reading of this sonnet and the corresponding commentary and illusu- 
trations (woodcut and etching), see Karel Bostoen, “Van der Noot’s Apocalyptic Visions: 
Do You ‘See’ what You Read?’, in Bart Westerweel (ed.), Anglo-Dutch Relations in the Field 
of the Emblem, Leiden, 1997, pp. 49-61. 
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overall structure shows that Van der Noot interpreted the poems by 
Petrarch and Du Bellay in an apocalyptic perspective, and he also is 
quite aware of the intertextual relationships between Petrarch and Du 
Bellay This is visible too in Van der Noot’s choice of texts from Du 
Bellay's Songe. Songe originally consists of fifteen sonnets. The question is 
of course why Van der Noot left out four sonnets. I think his first reason 
for doing so is to avoid any redundancy. He left out Du Bellay's sonnet 
13 on the wrecking of a rich ship, which 1s thematically a duplication 
of Petrarch's Second Vision. He left out Du Bellay's sonnet 6 on the 
she-wolf and Romulus and Remus, because Van der Noot is aware that 
this is theme which reoccurs in sonnet 9 of Songe. He left out sonnets 8 
and 14 because by their choice of subject they duplicate Van der Noot's 
own apocalyptic sonnet. Sonnet 8 of Songe 1s indeed about a seven- 
headed monster, and sonnet 14 of Songe 1s about a beautiful city which 
is ‘quasi semblable à celle / Que vit le messager de la bonne nouvelle’ 
[almost equal to the one seen by the messenger of the good news] (i.e. 
Saint John of the Apocalypse). This beautiful city in Du Bellay's vision 
is destroyed: it is clear that this vision would create some confusion with 
Van der Noot's own final sonnet on the Eternal City. 

The second reason for leaving out the four Du Bellay sonnets is 
because of the symbolic number 21. This number certainly has sym- 
bolic connotations-21 is traditionally a number of perfection, which 
entertains a relationship with its inverse: 12. Both numbers are omni- 
present in the Theatre. To give some examples: in Van der Noot's prose 
commentary it is said with some insistence that Petrarch has loved 
Laura for 21 years. The description of the Eternal City in poem 21 
1s based on Apocalypse 21, verse 21. The last word of the final sonnet 
is the Dutch expression ‘twaalf mael’ (‘twelve times’). In the prose com- 
mentary there 1s a long description of the Eternal City, based on the 
Apocalypse, in which are detailed the twelve precious stones of which 
this city is made. 

My interpretation of the omnipresence of the numbers 12 and 21 
is not as farfetched as it may seem. In our chapter 5 we saw that in 
1578 the Pléiade poet Remy Belleau published a collection of poems 
on precious stones, entitled Les Pierres précieuses. In this collection Bel- 
leau presents twenty-one poems, describing twenty-one gems, with ref- 
erences to the twelve gems of the biblical Eternal City. More generally, 
the number symbolism seems to structure other collections related to 
Van der Noot’s Theatre and Petrarch’s Visions. Du Bellay's Songe, for 
instance, consists of fifteen sonnets, fifteen being the number of theol- 
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ogy.” One can affirm in addition that, if one subtracts the Songe’s open- 
ing poem on the falling asleep of the poet-narrator, and the concluding 
poem on the awakening of the narrator, one has thirteen sonnets left, 
thirteen always and everywhere being an unlucky number, well fitted to 
symbolize Du Bellay’s visions of destruction. The other volume by Du 
Bellay influenced by Petrarch’s Visions is Les Antiquitez de Rome, which 
numbers thirty-two sonnets. In chapter 4 of this book we noticed that 
this number, enlarged with the introductory poem Au Roy’, “Io the 
King’, comes at the perfect number 33, which causes a deliberate hesi- 
tation between 32 and 33. 

Returning to Van der Noot, one can see the same hesitation, be- 
cause, of the twenty-one sonnets, only twenty are illustrated. This 
means that in the Theatre there is also a hesitation between twenty and 
twenty-one. The poems are looking for perfection, which they seem to 
find only in the prose commentary by Van der Noot, or in the biblical 
text of the Apocalypse itself. 

Perhaps this is also the way we should look at the six Visions of 
Petrarch. They also oscillate between six and seven (the traditional 
number of completion), because of the three-line congedo which ends 
the canzo. In other words, the phrase ‘un dolce di morir desio’ ex- 
presses a desire for a sweet completion in death, after the preceding six 
violent Visions—a completion which the poem will find in Spenser’s 
translation, as we shall see in our conclusion. 

Before concluding, some attention should be paid to the German 
edition of the Theatre. This book has a very different appearance: its 
pages have beautiful ornamental frame-works, which are absent from 
the previous editions of the Theatre, but which are identical to the ones 
of Van der Noot’s Stammbuch, also published in 1572. The book is 
given a more balanced structure: its prose commentary 1s enormously 
reduced, the virulent anti-Catholic passages have been left out, and the 
verse commentaries are placed directly after the poems. And in the 
commentary on Petrarch, there is one particular textual change, which 
can be explained by Van der Noot’s possible travels in France on his 
way to Germany, after having left England. During his travels he could 


17 Cynthia Skenazi., ‘Le poète et le roi dans les Antiquitez de Rome et le Songe de Du 
Bellay’, Bibliothèque d’Humanisme et de Renaissance 60 (1998), pp. 41-55 (p. 55), also quoted 
in chapter 2.2 of this book. 

18 Noot J. van der, Theatrum, das ist, Schawplatz [...], n. p., 1572, no pag. 

19 On the relationship between the two works, see Jan van der Noot, Stammbuch, ed. 
W. Waterschoot, Ghent, 1971, pp. 60-62. 
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have passed by Avignon, which would explain the interesting details, 
absent from the Dutch, French and English editions of the Theatre, on 
the remnants of an old, dilapidated house, called ‘Petrarch’s house’ and 
the famous source of the Vaucluse: 


Darbey is auch die wunderliche Fonteine oder Brunnen da der Flusz 
Sorga jhren ursprung bekompt, steht zwischen zweyen Gibeln auf einem 
grossen Berg, gleich wie die Brunne des fliegenden Pferds Pegasıs zwis- 
chen den Helicon und Parnassum springt. Hier pflegt der vorbenenter 
Petrarcha zu Poetisieren. Welche Fonteine zu allem Wahrzeichen noch auff 
den Heutigen tag der Brunne Petrarchae genent wirdt. 


[Nearby is also the marvelous source of the river Sorgue, which is sit- 
uated between two rocks on a high mountain, just as the source of the 
flying horse Pegasus springs up between Helicon and Parnassus. Here 
Petrarch used to write his poetry. According to all information, this 
source nowadays is still called ‘Petrarch’s source’.] 


'This could well be the first description of the source of the Vaucluse by 
someone from the Low Countries, which means that Van der Noot can 
be considered the first known Dutch Petrarch tourist. 

This description announces the further reception of Petrarch in Van 
der Noot's works. In his later works Marot and Du Bellay are scarcely 
mentioned. Once he returned to Catholicism, his two great models 
became Petrarch and Ronsard. Van der Noot considered himself a 
third Petrarch, Ronsard being the second. In imitation of Laura, he 
created his own Olympia. In his later works he used Laura and, among 
others, Cassandre as characters who discuss, in Italian and in French, 
Van der Noot's own poems. 

Van der Noot's Theatre appears to be very innovative, with respect 
both to its material presentation and its contents. It is a milestone in 
the reception of Petrarch in the Low Countries, which 1s inextricably 
entwined with the reception of Marot and Ronsard.? The book is at the 
very birth of the Petrarchan sonnet in German literature?! It also has 
its influence in England. I have already mentioned Edmund Spenser 
who, as a schoolboy, was asked by Van der Noot to translate Petrarch's 
Visions from the Marot translation. More than twenty years later, in 
1591, Spenser published his Complaints, in which he incorporated all the 


20 All this is extensively described by Catharina Ypes in her old but seminal study 
Petrarca in de Nederlandse Letterkunde, Amsterdam, 1934. 

?! L. Forster, ‘Jan van der Noot und die deutsche Renaissancelyrik. Stand und 
Aufgaben der Forschung’, in Literatur und Geistesgeschichte. Festgabe für Heinz Otto Burger, 


Berlin, 1968, pp. 70-84 (p. 74). 
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Petrarch and Du Bellay Visions and the whole of Du Bellay’s Antiquitez 
de Rome. In bringing together Petrarch and Du Bellay, he follows the 
example of Van der Noot, with two significant differences: he does 
not insert any poetical commentary in his collection. And secondly, 
he translates Petrarch’s six twelve-line stanzas into six regular sonnets 
and put them not at the beginning but at the end of the collection. He 
concludes with Petrarch’s congedo, not by making a literal translation of 
three or four lines, but by creating a whole sonnet out of it. This sonnet 
is added to the six other sonnets, thus completing the symbolic number 
seven. Therefore Spenser’s translation of Petrarch’s congedo concludes 
and resumes, as it were, the whole of Spenser’s Complaints, and by doing 
so it simultaneously rounds off the intriguing transalpine filiations of 
readings and imitations of Petrarch’s Visions, which started with the 
French translation by Marot. 


CHAPTER SEVEN 


DISPOSTTIO IN FABLE BOOKS: 
THE GHEERAERTS FILIATION (1567-1617) 


Within the genre of the emblematic fable book, inaugurated by the 
French printer and emblematist Gilles Corrozet (1510—1569),! two major 
filiations can be distinguished: the Gheeraerts filiation and the Sadeler 
filiation, named after their respective illustrators, Marcus Gheeraerts 
the Elder (c. 1520 — c. 1600) and Aegidius Sadeler (1570-1629). Exclud- 
ing the numerous illustrated and non-illustrated 1mitations and pirate 
editions, the first filiation consists of four collections, all illustrated 
with original etchings by Gheeraerts and containing texts respectively 
in Dutch (1567), French (1578), Latin (1579) and Dutch again (1617)? 
The Sadeler filiation consists of four collections, the first one in Ger- 
man (1609) and the others in French (1659, 1689, 1743). This chapter 
is primarily concerned with the Gheeraerts filiation, the Sadeler filia- 
tion having been studied elsewhere.’ Since a number of aspects of the 
Gheeraerts filiation have already been adressed by other scholars, I will 
limit myself here to a single aspect which has not yet been studied, 
namely the changing order in which the fables are presented in the 
various collections. In the pages that follow I will try to answer some 
important, yet often unasked, questions. How does the ordering of the 
fables change from collection to collection? How can these changes be 
explained? Who was responsible for them: the poet, the illustrator or 
the printer, or a combination of them? By way of introduction, and 
bearing in mind that not every reader may be familiar with the collec- 


! Barbara Tiemann, Fabel und Emblem. Gilles Corrozet und die französische Renaissance- 
Fabel, Munich, 1974. 

? The term ‘Gheeraerts filiation’ was coined by Marc van Vaeck, ‘Sixteenth- and 
Seventeenth-Century Dutch ‘Emblematic’ Fable Books from the Gheeraerts Filiation’, 
Emblematica 7 (1993), pp. 25-38. 

3 Paul J. Smith, ‘Cognition in Emblematic Fable Books: Aegidius Sadeler's Theatrum 
morum (1609) and its Reception in France (1659-1743), in Karl A.E. Enenkel, Wolfgang 
Neuber (eds.), Cognition and the Book. Typologies of Formal Organisation in the Printed Book of 
the Early Modern Period, Leiden, 2004, pp. 161-185. 
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LES FABLES D'ESo» E. 


| Du Serpent & dela Lime. 
Fable CHR VIE 


SE 3 SE 
BEE id N Serpent de toute force 
Ne prendre noife 4 plus fort Vs s'efforce 


Pour vne Lime ronger. 
que Jo». Alentour fa queüe ha torfe 
Se renforce, 
Etla cuide en fin menger. 
Cuide turompre & changer 
Abreger 
Mon dur fer,ce dift la Lime? 
L'acier qui fe fait forger, 
Trop leger 
Contre mon pouoir i'eftime. 
Que fais tu mefchante beftc, 
Dents & tefte 
Rompras ains que me greuer. 
Qui bleffer autruy s'aprefte, 
: ! Ets'arrefte 
Regarde bien deux fois comment Il void fa force acheuer. 

= I } Auant donc que d'eftriucr 
Tu commenceras quelque chofe. N’efleuer, 


ui pour autruy nuyre s expofe Regarde à qui tu prens guerre: 
Qui p Dn poe, Et vucille noyfe efcheuer, 
Ilregoit en fin fon payement. Ou priuer 


Tc verras d'honneur acquerre, 








Es 





Fig. 12 


tions under consideration, I will begin by presenting very briefly some 
of the collections’ characteristic features.* 


1. The Gheeraerts filiation 


In his Fables d’Esope (1542, several reeditions throughout the century), 
Corrozet coupled the illustrated fable to the well-known, threefold em- 
blematic layout (the triplex emblema of a motto on top, the pictura m the 
middle, and the subscriptio below), which had been inaugurated by the 
emblematum pater et princeps Andrea Alciato (or rather his first printer 


^ For more details and illustrations of title-pages and individual fables, see Dirk 
Geirnaert and Paul J. Smith, “Tussen fabel en embleem: De warachtighe fabulen der dieren 
(1567), Literatuur 9 (1992), pp. 22-33, also published on Internet: http:/ /www.dbnl.org/ 
tekst/geiroo2tussor/index.htm. 
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Het dier Chameleon. 
federp ghertarut dice 
be oogbm opene fiaende 
der irumde dito is 
Úy eg 


€ Iufahelöcrde Fletfers byder lucht ium 
Banden voiche x00 sy eben zgiueror 
Groote Zones easmdnes 





ES Pinumflrjckers, Feb, Flafert, 
Ehi g Om a inder Heeren bowen ‚als ecn wsicren seit, j 
jet lichte root, K 
Ve dic t'quaet goet noemt,ende tgoet quaet Seiten rci ji 
Mode duele flelt voor eliche Y os tra inm cd E eretfert. 

DL seng "d de vg bew, haer manieren beit, 
t'Bitrer zoet maecr, en Czoerg voor bitter 'bscren, 
Alzulcke onghezwicht à in 5 


Hebben rzommigher tije 

In een flerfende hadije 

In huerlieder quaetheyt den Coninghen verblijt 
Ende om proffijt, te menigher flede: 

In huerlieder lueghenen, den Princhen mede, 





Fig. 13 


Heinrich Steyner, Augsburg, 1531). Corrozet’s fables show on the left 
page a motto, an illustration (an anonymous woodcut) and a four-line 
rhyming subscriptio, and on the right page the fable’s text (Fig. 12). This 
layout was at the basis of the first Dutch emblematic fable book, made 
by the Flemish artist Marcus Gheeraerts the Elder and the Flemish 
poet Eduard de Dene (c. 1505 — c. 1578), both residents of Bruges 
who, in close collaboration, conceived a collection of 118 fables enti- 
led Warachtighe fabulen der dieren [Truthful fables of the animals]. This 
collection was published in Bruges in 1567. In imitation of Corrozet, 
De Dene and Gheeraerts adopted an emblematic disposition for their 
illustrated texts but, contrary to their predecessor, they took their inspi- 
ration from a wide variety of sources, not merely the Aesopian corpus. 
The layout of the individual fables is articulated as follows: on the left- 
hand page, there is a motto (a rhyming distich), Gheeraerts’s etching 
and a biblical quotation (which replaces Corrozet's emblematic subscrip- 
tio), and on the right-hand page the two-part structured fable (narration 
and moral) (Fig. 13). 


5 Eduard de Dene and Marcus Gheeraerts, De warachtighe fabulen der dieren, Bruges 
(Pieter de Clerck for Marcus Gheeraerts), 1567. 
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La wielle Cigoigne. 
SONET. On doit aider apere &« mere. 122 
Av monde reft Oifeau qui ait vn tel fouci - 

Drefleuer fes petits,d vn amour fauorable, 
Que la Cigoigne fait,tant elle eft pitoiable, 
Comme en les nourriffant bien elle monftre auf, 

Car fi foigneux deuoir elle fait en ceci, 
Quá fes ieunes en laiffe exemple memorable, 
Pour bien fe fouuenir à faire le femblable, 
Et qu’on doit au befoin faider ben bautre ainfi, 
Les ieunes retenans l'amiable nature 
Deleur pere & leur mere, ils prenentaulsi cure 
A les entretenir, quand en vieillefle ils font, 
La perfonne doit bien faire toute aßiftence 
A pere & mere,alors qu'ils en ont indigence, 
Veu que des Oifeaux(mefme) à leurs parens le font, 


E. VV. = 


La pere dui efionit de Zen : & o ia de fae f 
eae hd 





Fig. 14 


By the layout of their collections Corrozet, Gheeraerts and De Dene 
seem to make a plea for the involvement of the reader Apparently 
helped by what he finds on the right page the reader himself has to 
combine the three separate elements on the left page in order to dis- 
cover the underlying meaning. De Dene even heightens the intellectual 
difficulty by using biblical verses for his subscriptio——verses that, on first 
sight, often seem unrelated to motto and pictura. Next, the reader can 
connect the triplex emblema of the left page with fable and moral on the 
right side into a new, more complex interpretation. 

The Flemish collection was translated into French sonnets, and ex- 
panded with seventeen new fables. T'his new anonymous collection was 
published in 1578 under the title Esbatement moral by Gerard Smits for 
Philips Galle. Except for the seventeen new illustrations, the same cop- 
perplates were used, though slightly retouched. The individual fables? 
layout is structured in much the same way as in the Flemish work: the 
fable (narration and moral) is condensed into a sonnet on the left-hand 
page, while the illustration 1s on the right-hand page (Fig. 14). 


6 Esbatement moral, des animaux, Antwerp (Gerard Smits for Philips Galle), 1578. 
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1n 


fn 
CHIRONOMI, SIMII ET CERCO- 
PITHECI. 


Artis magiftra Natura. 





CHIRONOMVS quidam cm fimiti & 
cercopithecum pyrrbicham aliag, faltationum ac 
tripudiorum genera docuiffet , dedutios in thea- 
trun [Pelandos populo exhibet . cum tam mira 
illigeficulationnm varietate confertam homi- 
num coronam ac turba oculos. paccrent ‚forsfi- 
mins confficatus inucnculam nuces à fins profe- 
rentem ata, enucleantem , fui officij ac faltationis 
oblitus fujo curfu eb aduolat, (inug, wd rue 
vio explorato, quantum fibi [atis ejfe iudicabat, an 
firt; totumá ( muliercula monftrofe fimia acceffis 
magno interim metu percita ) theatrum cachin- 
nis rifibusg, completur. 





S tMILE quod fimio iis vfu venire affoler, qui quà Si mutare poteh Arthi ops pellem fuam aut par 
tenaciter combibcfunt artem, atque in qua fe diu exer- V 


dus varıetates[um: & a m 
> e E juas: Gr vos da. 
cuctunt, reliéta naturx malunt fcmina ductumquc fe- V Uos poteritis benefa 


; R . COP CEN aicevitus lus ^ 
qui,omnibusquc fefe ridendos propinare, non fatis at- crocum didurritis malum. levem. 13, 23, 
tendentes quàm {cite admonitum fit, Quam quifque O ; ADO- 
artem nouitin ca fe exerceat. 

AR- 
Fig. 15 


The French text was translated into Latin by the young humanist 
Arnoldus Freitag (c. 1560-1605), under the title Mythologia ethica.” The 
major change of this translation consists in the use of prose for the nar- 
ration rather than the poetic forms of the Warachtighe fabulen and the 
Esbatement moral. The book was printed in 1579 in Antwerp by Plantin 
for Philips Galle. The layout of the individual fables presents on the 
left-hand page the title, the narration and the morals, and on the right- 
hand page the motto, Gheeraerts's illustration and the biblical quota- 
tions (Fig. 15). Freitag’s Latin collection was translated into English by 
the renowned translator Arthur Golding (c. 1536 — c. 1605), who prob- 
ably worked from an unillustrated manuscript given to him by Freitag 
personally in 1578, during Freitag's short stay in England. Golding's text 
never appeared in print during his lifetime, and was discovered only in 
the twentieth century and issued in two scholarly editions.? Although, 
strictly speaking, Golding's unillustrated translation does not belong to 


7 Arnoldus Freitag, Mythologia ethica [...], Antwerp (Plantin for Philips Galle), 1579. 
See my “Arnold Freitag’s Mythologia ethica (1579) and the Tradition of the Emblematic 
Fable’, in Karl A.E. Enenkel and Arnoud S.Q, Visser (eds.), Mundus emblematicus. Studies 
in Neo-Latin Emblem Books, Turnhout, 2003, pp. 173-200. 

8 Nora Rooche Field, ed., Arthur Golding, A Morall Fabletalke (anpublished Ph.D. 
dissertation Columbia University, 1979); Richard G. Barnes, ed., Arthur Golding, A Moral 
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$9 VVaRANDE Der Dierex. 
49. Babiaenen de Atp. LXXXIX 









D: Arp cens guychelaers bedreef zeer vreemde dingen, 
Met danifen in het perck, met beytelen, en fpringhen: 
T’nieuws-gierich malle volck mph vat de bootlen aen, 

Elck was van lacchen fchier de blijde ziele ontgaen. 
Terwijl den dc vakt juyght, en volghe op fmeelters roepen, 
Hij cen fracy hierlantich wijf ziet groote noten fnoepen : 

Dies hij op't onverziealt nae haren {choot zich maeckr, 

En voor cen wijl met haerzoct-apigh noten kraccke: 

Ten leten kracckens moede, (e feld(aem wonderheden!) 
Hij haren voorfchoot licht, en toont haer nacckte leden. 

D'omftanders lachen valt om zulck cen vreemt bedrijf, 

Dat haer van fchaemte moet verltcké’tfchaem-root wijf. 
y Natuyre wort bedeckt door d'aenghewende zeden, 

» Macr nimmer uytgheroyt door lecringhe of door reden: 
» Bartkaltijd erghens uyt, en brenght noch cens pas 
y» Het geen haer aengheserft, en aengheboren was, 


Aa jj 





(Glide Aep e Kat haer aert ier kee, foo mede niet die boofaerdige 
menfchen. Sien biesck acn Avrontnvs Caracara Roomíche Keyfer, 
die vk natuerd toornigh was. Defe was in zijn jeughdt van Sevno ijné vader 
wel opghevoedr, ch van goede leermeefters tot alle deughden eh vrije konften 
nder welem, ch geiiertidaerin hyj fo toegenomen had dat hij cen gord Phi 
lofooph was, ende de meelte uren dexdacgs daerin toebrachte, beroonde hem 
oock ganes Échensoedighef meli jdgh, Ia als yınand veeoordcelt,efi ter doodt 
govorrt worde, foo wec nde hij, ende kectder zija oogen af, op dat hift bloedt 
Peten fage. Mace als hij mamachi begofl te rijåë eh te vechten, foo liet bii wel 
de mercken, waertoe hij genaürecrt was: ef als hij ma zijns vaers doodt Key- 
fer wierde, ende "ıfwecrde inde bande krecgh, foo vergat hij metter haeft 

Gchrmordigheyd, wood een tyranende doode zijn brocder Getan endazeer 
veel Roomfchz Raets-heercn ende Darghers. $ v 1 at. 





Fig. 16 


the corpus of the emblematic fable, the commentaries of the two mod- 
ern editions of Golding's translation furnish, as we shall see, valuable 
information on the subject of disposition in sixteenth-century fable col- 
lections. 

The last collection is the Dutch adaptation Joost van den Vondel 
(1587-1679) made of the French Esbatement moral. This work was printed 
in 1617 in Amsterdam by the printer Dirk Pietersz Pers (1281-1659), 
who had acquired Gheeraerts’s copperplates, under the title Vorstelücke 
Warande der Dieren [Royal Garden of the animals].° Gheeraerts’s copper- 
plates seem to have remained unchanged: I at least was unable to detect 
any modifications. The French sonnets were translated as Dutch poems 
of variable length. The layout presents on the left-hand page Gheer- 
aerts's illustration together with a brief historical exemplum (Fig. 16), 
which appears in all cases to be a literal Dutch translation based on the 
German fable-collection Theatrum morum by Aegidius Sadeler 1 


Fable- Talk [...], San Francisco, 1987. Barnes's edition provides Golding’s text in a 
modernized spelling. 

9 Joost van den Vondel, Vorstlitcke Warande der dieren [...], Amsterdam (Pers), 1617. 

10 For more details, see my ‘Het dronken Hert. Een emblematische fabel bij De 
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2. Patterns of disposition 


As we noticed in the Introduction of this book, in ordering his fables 
the poet (or translator, adaptor, editor and printer) has at his disposal 
a wide range of possibilities, varying from a complete absence of order 
(ordo neglectus or docta varietas) to a thoroughly motivated structure. The 
corpus of emblematic fable books contains examples of both tendicies. 
Thus the Warachtighe fabulen seems to be governed by a moderate form 
of varietas docta, caracterised by a tendency to motivate the strategic 
parts of his collection, or at least its beginning and end. As we shall 
see, this rather loose ordering 1s in contrast to the other collections of 
the Gheeraert filiation, which are more thematically ordered. 

A good, but late example of extreme thematic ordering in the cor- 
pus of emblematic fable books is the collection Figures diverses tirées des 
Fables d’Esope et d'autres et expliquées par R.D.F De Raphaël Trichet du 
Fresne [1611-?]), dating from 1659. Trichet du Fresne translated the 
German fables of Sadeler's Theatrum morum (to which we shall return) 
and ordered them according to their protagonists, beginning with the 
lion, then the fox, horse and donkey, and so forth; the birds of prey are 
grouped together, and he finishes his collection with fables on human 
beings. In order to underscore his thematic disposition, Trichet du 
Fresne regularizes the titles of his fable-texts in a rather excessive way. 
This is visualized in Table I, in which I have listed selected fable titles 
from the beginning and end of the collection, that is to say its most 
significant parts. 


Trichet du Fresne 1659 


Des Oiseaux et des Animaux à quatre pieds 
Du Lion et de l'Ours 

Du Lion de l'Asne, et du Renard 

Du Lion et de l'Asne 

Du Lion allant à la chasse avec d'autres animaux 
Du Lion et du Renard 

Du Lion et du Cheval 

Du Lion et de l'Homme 

Du Lion et du Sanglier 

Du Lion et du Rat 

Du Lion accablé de vieillesse 


SP xy OTE END 


= 
+ © 


Dene en Vondel’, in Karel Bostoen, Elmer Kolfin and Paul J. Smith (eds.), ‘Zweelinge 
eener dragt. Woord en beeld in de Nederlanden, Hilversum, 2001, pp. 13-40. 
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12. Du Renard sans queué 

13. Du Renard et du Bouc 

14. Du Renard et des Abeilles 
15. Du Renard et du Chien 
16. Du Renard et de la Grué 
17. Du Renard et du Raisin 
18. Du Renard et du Corbeau 
19. Du Renard et de PAigle 
20. Du Renard et du Chat 

21. Du Renard et du Singe 
22. Du Cheval et du Cerf 

23. Du Cheval et de la Truye 
24. Du Cheval et du Charretier 
25. Du Cheval et de l'Asne 
26. Du Cheval et de l’Asne 

27. Du Cheval et de l'Asne 
28. Du Cheval et de l'Asne 


93. De l’Aiïgle et du Limagon 

94. De Aigle et du Corbeau 

95. De Aigle et de la Corneille 

96. De l’Espervier et du Rossignol 
97. Du Milan et des Pigeons 

98. Du Milan et du Cocu 

99. Du Milan et des autres Oiseaux 


132. D’un ieune Homme et de l'Hirondelle 
133. Du Paisan et du Satyre 

134. Du Laboureur et du Serpent 

135. Du Paisan et de l'Idole 

136. Du Centaure et de la Femme 

137. De l’Esclave et de l'Asne 


138. Du Perroquet et du Singe 
139. Du Vieillard et de la Mort 


Table I 


As I have shown elsewhere," the collection's excessive preoccupation 
with order has some major inconveniences, since it frustrates attempts 
to inculcate moral instruction by having readers memorize the fables 
(readers will, for example, quite understandably mix up the four fables 
entitled ‘Du Cheval et de ’Asne’). Moreover, mistakes by the printer 


11 See my ‘Cognition in Emblematic Fable Books’, o.c. 
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become inevitable, as can be judged from the grouping together of 
fables dealing with birds of prey: the plates of fables 96 and 97, thus, 
are mistakenly interchanged for those of 98 and gg.” 

Let us keep these two extreme cases of disposition in the back of our 
minds as we turn now to the very first fable book under consideration 


here, the Warachtighe fabulen der dieren. 


3. Order and novelty in the Warachtighe fabulen 


Although the general order of the Warachtighe fabulen is governed by the 
principle of docta varietas, the collection’s beginning and end seem to 
betray a clear effort to order the fables. The underlying principle is in 
the nature of the fables in question and their sources. In Table II I have 
listed the collection's main sources and genres:? 


Source genre number 
Corrozet (ill. P. Eskreich; 2nd Aesopian 71 
ed. 1547) 
Aesopi [...] fabulae (ed. Plantin;  Aesopian 18 
1560-1565) 
Alciato (ed. B. Ancau; 1549) Emblematic 7 
Sambucus (1564) Emblematic I 
anon. Cluchtboeck (1554) Anecdotic I 
anon. Der Dieren Palleys (1520) Natural History 2 
Jacob van Maerlant, Der Nature Natural History 3 
Bloeme (13th cent.) 
own Invention Diverse 4 

107 (total) 
Table II 


The two main sources are Aesopian, namely Corrozet’s French em- 
blematic fable book (the illustrations indicate that the 1547 edition 


1? [n order to avoid these kinds of mistakes, the printer of the 1689 edition has 
simply numbered the plates, and somewhat diversified the titles of the fables, so as to 
avoid confusion and make it easier to recognize and remember the fables. 

15 Identification of the sources is based on textual and thematic evidence. For more 
details, see Dirk Geirnaert and Paul J. Smith, "The Sources of the Emblematic Fable 
Book De warachtighe fabulen der dieren (1567), in John Manning, Karel Porteman, Marc 
van Vaeck (eds.), The Emblem Tradition and the Low Countries, Turnhout, 1999, pp. 23- 
38. 
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was used)* and a Neolatin, unillustrated fable collection published 
by Plantin in the early sixties.” Eight fables have real emblematic 
sources (Alciato and Sambucus),!° whereas four fables are, as far as 
I know, of De Dene’s own invention. The remaining five fables are 
borrowed directly from two works of natural history, the anonymous 
Der Dieren Falleys [Vhe Castle of the Animals|" and Der Nature Bloeme 
[Ihe Flower of nature], which is an enormous thirteenth-century ency- 
clopaedia written and compiled by one the most influential Dutch 
medieval authors, Jacob van Maerlant (c. 1235 — c. 1291). As Maerlant’s 
Der Nature Bloeme never appeared in print in the early modern period, 
De Dene must have worked with a huge mediaeval manuscript before 
him on his desk, which is quite surprising for a poet who in other cases 
seems to prefer the most recent published sources. 

From a quantitative point of view, natural history seems to play a 
minor role in the collection, but this role turns out to be a more 
important one ifone also takes into consideration the strategic positions 
it occupies in the collection. I have tried to visualize this in Table III. 


Warachtighe fabulen 

titles in English source genre 

I. The Basilisc and the Weasel Dieren Palleys Natural History 

2. The Lion and the Horse Corrozet Aesopian 
The Peacock and the Corrozet Aesopian 
Nightingale 

4. The Ass and the Hare Fabulae Aesopian 

98. The Raven and the Scorpion Alciato Emblematic 

99. The Swan and the Stork Fabulae Aesopian 

100. The Lion and the Mouse Corrozet Aesopian 

101. Jupiter and the Bee Corrozet Aesopian 


14 Gilles Corrozet, Les Fables d’Esope Phrygien, mises en ryme frangoyse, Lyons (Jean de 
Tournes and Guillaume Gazeau), 1547. 

15 Aesopi Phrygis et aliorum fabulae, Antwerp (Plantin), 1560. 

16 A close comparison of both texts and images shows that most probably the 
1549, 1550 or 1564 edition of Aneau's French translation, with anonymous illustrations 
sometimes ascribed to Pierre Eskreich, was used by both De Dene and Gheeraerts. For 
Sambucus's Emblemata, De Dene used either the original Latin edition of 1564 or its 
Dutch translation of 1566. 

17 Der Dieren Palleys, Antwerp (Jan van Doesborch), 1520. This is the Dutch adapta- 
tion of a famous late fifteenth-century German work, Garten der Gesundheit, translated 
into Latin and into French respectively under the titles Hortus Sanitatis and Jardin de 
Santé. 
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Warachtighe fabulen 
titles in English source genre 
102. The Ass and his three Masters  Corrozet Aesopian 
103. The Phenix Maerlant Natural History 
104. The Monkey and the Cat Sambucus Emblematic 
105. The Ostrich and the own invention 
Nightingale 
106. The Sheep and the Wolf own invention 


107. The Stork killing his Nestlings ` Dieren Palleys Natural History 
Table III 


Table III shows that the only two borrowings from Der Dieren Palleys are 
placed at the very beginning and very end of the collection. Moreover, 
the collection’s end is characterized not by Aesopian fables, but by 
fables ofthe author’s own invention (numbers 105 and 106), by emblems 
(104) and again by natural history. This particular disposition of the 
collection serves to underscore the new, that is non-Aesopian character 
of the book. The novelty of the book lies in the addition of natural 
history as a source, and this is made clear by its strategic position 
in the collection. Moreover, it suggests a new interpretation of the 
collection’s title, Truthful Fables of the Animals. The paradox inherent 
in the combination truthful fable (the fable being an invented story) is 
resolved not only by the traditional assumption that there is a hidden 
truth behind the invented, fabulous surface, but also by the presence of 
natural history as a source, which by association implicitly conveys its 
veracity and objectivity to the fabulous contents of the other texts. 

In this context, the title contains another element of interest. Con- 
trary to Corrozet’s fable book as well as to the other collections of 
the Gheeraerts filiation, the protagonists of the Warachtighe fabulen are 
all animals. Humans are present, but only in supporting roles or as 
secondary characters;? plants and inanimate objects are completely 
absent.!? Therefore the title of the collection has to be understood in 
a very strict, literal sense, for the fables on animals are indeed on animals 
alone. 


18 The only borderline case is the fable “The Satyr and the Peasant’. From the 
collection’s point of view, the satyr is necessarily considered an animal. 

19 The question of the protagonist’s nature seems to play some role in contemporary 
fable theory, although I have found only one explicit contemporary reference to this 
fact, when Jean de La Fontaine writes in the ‘Préface’ to his fables (1668): ‘Aristote 
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Let us now take a look at the anonymous French collection, the Esbate- 
ment moral des anımaux. Its order is very different from the one adopted 
by Gheeraerts and De Dene. This is not simply due to the fact that 
the French version adds eighteen new fables to the original 107. The 
difference in ordering can also be explained by both intrinsic poetical 
and material reasons. As is shown in Table IV, the collection begins not 
with fables taken from the Warachtighe fabulen, but by one of the author’s 
own invention (no. 1),? three inspired by an Italian collection, the Cento 
Javole morali by Giovan Mario Verdizotti (c. 1537 — c. 1604) (nos. 2, 3, 
5)?! and one inspired by an unknown source (no. 4).? This distribution 
seems to indicate the author's manifest wish to distance himself from 


the Warachtighe fabulen. 


De Dene/ 
Esbatement moral Verdizotti EW? 
I. Du Chartier et du Cheval own invention 
2. Du Lion et du Regnard Verdizotti 
3. Du Chesne et de Orme Verdizotti 
4. Du Lion et de l’Asne source unknown 
5. De l'Homme invogant la mort — Verdizotü 
6. Du Basilisque et de la Belette I 
7: Du Singe et de ses enfants 85 
8. Du Lion et Cheval 2 
9. Du Renard et de la Grue 91 


n’admet dans la fable que les animaux; il en exclut les hommes et les plantes. Cette 
règle est moins de nécessité que de bienséance, puisque ni Esope, ni Phèdre, ni aucun 
des fabulistes, ne l’a gardée’. La Fontaine, Œuvres complètes [...], ed. Jean-Pierre Collinet, 
Paris (Bibliothèque de la Pléiade), 1991, p. 9. For a commentary on this problematic 
reference to Aristotle, see id., p. 1052, n. 3. 

20 The subject of ‘Du Chartier & du Cheval’ is unknown before the Esbatement moral. 

?! Giovan Mario Verdizotti, Cento favole morali [...], Venice (G. Zileti), 1570. Verdi- 
zotti’s fables belong to the traditional Aesopian corpus. I have identified Verdizotti’s 
fables as a source of the Esbatement moral on the basis of close comparison of both texts 
and illustrations in the two collections. See my “Iwo Illustrated Fable Books: the Esbate- 
ment moral des animaux (1578) and Verdizotti's Cento favole morali (1570), in Jan Frans van 
Dijkhuizen, Paul Hoftijzer, Juliette Roding, Paul J. Smith (eds.), Living in Posterity. Essays 
in Honour of Bart Westerweel, Hilversum, 2004, pp. 249-258. 

2 The fable ‘Du Lion & de l’Asne’ is widely known and belongs to the Aesopian 
corpus. I have been unable to detect any specific lexical or pictorial resemblances with 
the corresponding fable in other collections. 

23 For the abbreviation ‘EW’ (Etienne de Walcourt), see below. 
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De Dene/ 

Esbatement moral Verdizotti EW 
10. Du Paon et Rossignol 3 
it. De Brebis, Loups et Chiens 37 
12. Du Lion et le Rat 100 
13.  D'Aquilon, de Phebus, et d'un ` Verdizotü 

Voyager 
14. De la Cigale et la Fourmy 12 
15. Duloup et dela Grue 67 
16. Du Fresne et du roseau Verdizotti 
17. Du Berger qui crioyt tousjours 82 

au Loup 


66. Du Mareschal et de son Chien 16 
67. Du Regnard qui avoit perdu sa Verdizotti 


queue 
68. De l’Aubereau et des autres 93 
Oiseaux 
69. Du Lion envieilly 59 
70. Du Bouc, de l’Aigneau, et du 61 
Loup 
71. De la Mouche et du Fourmy 54 
72. Le Dragon et Elephant 44 EW 
73. LeOurs et les Abeilles 72 EW 
74. Du Corbeau et du Scorpion 98 EW 
89. L'Homme etle Lion 20 EW 
go. Le Lion, le Regnard et!’ Asne 25 EW 
gi. Le Regnard et le Lion 9 EW 
92. Le Lion, le Sangher et le 66 EW 
Vaultour 
93. Le Loup et le Regnard 43 EW 
94. Le regnard prisant la chair de 63 EW 
Lievre 
118. Le Coq de Flandres et le Coq 94 EW 
d’Inde 
119. Le Milan malade 90 EW 
120. L’Austruche et le Rossignol 105 EW 
121. La vieille Cicoigne 23 EW 
122. L’Asne 86 EW 
123. Le Cigne et la Cigoigne 99 EW 
124. L’Oiseau Phenix 103 EW 
125. Conclusion [La Cigogne] 107 EW 


Table IV 
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Other differences between the two collections are also immediately 
visible. The Warachtighe fabulen uses both its beginning and its end to 
underscore its novelty, while the Esbatement moral only does so at the 
beginning of the collection. Another major difference is that the eigh- 
teen new fables are all of Aesopian inspiration; even the very first one, 
although of the author’s own invention, is written in an Aesopian vein. 
The Esbatement moral does not contain any new fables borrowed from 
emblematic works or from natural history. 

There is a lot more to say about the collection’s disposition. The 
collection is preceded by a liminary poem written by the poet Pierre 
(Peeter) Heyns (1537-1598); one of the strophes gives us valuable infor- 
mation about the collection’s composition: 


Et toy Poéte François, vray amateur de Muses, 

Ty y verras aussi des Heroiques vers [= alexandrins] 
En sonets bien troussez: qui par deux cornemuses 
(A Londres entonnez et finiz en Anvers) 

Font sauter, à l’en[vi], Oyseaux beste [s], et vers [...] 


[And you, French Poet, true lover of the Muses, you shall also find here 
some heroic verses, well weaved into sonnets, which (started in London 
and finished in Antwerp), with two bagpipes make birds, beasts and 
worms vie with each other dancing] 


The fables are described as having been begun (‘entonnez’) in London 
and finished in Antwerp. There are two poets (‘bagpipes’) who make 
the animals dance. The syntax of the sentence is not very clear: from a 
grammatical point of view, the best reading is to assume (I paraphrase) 
that the sonnets, begun in London and recently finished in. Antwerp, 
have now been brought to life by two poets. 

‘Two main questions are thus raised, namely what happened in Lon- 
don, and who these two Antwerp ‘bagpipes’ are. To conjecture about 
the first question, it is a fact that Gheeraerts fled from Bruges to Lon- 
don in 1568, probably just after the publication of the Warachtighe fab- 
ulen.” It would appear to be no coincidence that in 1578, one year after 
his return to Flanders, the Esbatement moral was published. This would 
mean that during his exile in London he had expanded the series, and 


?* ‘Bagpipe’ does not seem to have any negative connotation here: it only indicates 
the low, ‘rustic’ register of Aesopian poetry. 

25 Perhaps because of some illustrated pamphlets against Broer Cornelis, as is sug- 
gested by Karel Bostoen and Daniel Horst, ‘De wolf onder de schapen. Afbeeldingen 
van Broer Cornelis’, in Karel Bostoen, Elmer Kolfin and Paul J. Smith (eds), ‘Tweelinge 
eener dragt’. Woord en beeld in de Nederlanden, Hilversum, 2001, pp. 41-74 (pp. 66-67). 
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found someone to translate De Dene’s texts and to write French texts 
for the new fables. The phrase ‘a Londres entonnez’ (‘entonnez’ indi- 
cating a poetical not a pictorial act) seems to exclude Gheeraerts him- 
self. Indeed, the very few poems known to have been written by Gheer- 
aerts are in Dutch, not in French. The first plan for the collection may 
have been drawn up by Jan van der Noot (c. 1539 — c. 1595), the well- 
known Dutch poet for whom Gheeraerts, freshly arrived in London, 
illustrated Het Theatre oft toon-neel.?° Of particular interest is the fact that 
this book appeared in London in the same year 1568, both in a Dutch 
and a French version, made by Van der Noot himself. Van der Noot’s 
French was excellent, although he was, according to Karel Bostoen, 
‘perhaps less bilingual than is generally assumed’.?” That could be why 
his first draft of the Esbatement moral needed some revision by two cor- 
rectors before being ready for printing. 

As for the two bagpipes, at least one of them has left his initials. 
As is shown m Table IV, all the fable texts from fable 72 on are 
signed by the initials EW, while the first part of the collection, Ze 
fables 1-71, remains unsigned. The initials probably indicate Etienne 
de Walcourt, a French schoolmaster from Antwerp who belonged to 
the circle of Jan van der Noot. If Walcourt was the second bagpipe, 
who was the first one? There are two arguments to assume it was 
Peeter Heyns. Firstly, since he signed the liminary poem, he is the 
only poet mentioned by name, and who moreover was clearly well 
informed about the collection's creation.? Secondly, Peeter Heyns's son, 
Zacharias Heyns, later reissued the whole collection in an unillustrated 
edition.? In doing this he omitted the ‘EW’ initials and left out all 
the preliminaria, except for the liminary poem by his father. Zacharias 
Heyns put his father's name in capitals at the top of the page 'PIERRE 
HEYNS AUX LECTEURS’, thus easily suggesting his father's crucial 


role in the translation.?? 


?6 See chapter 6 of this book. 

27 Karel Bostoen, ‘Van der Noot's apocalyptic visions: do you ‘see’ what you read?’, 
in Bart Westerweel (ed.), Anglo-Dutch relations in the Field of the Emblem, Leiden, 1997, 
pp. 49-61 (p. 50). 

28 These are the reasons why bibliographies and library catalogues often mention 
him as the author of the Esbatement moral. 

?9 Les Fables d’Aesope, et d'autres, en rithme frangoise, Haarlem (Gilles Ro[o]man), 1595. 
The only known copy of this collection is in the Saint Petersburg public library. 

30 'That is why I don't agree with Werner Waterschoot's interpretation that ‘Le 
choix, fait par Zachaire Heyns, ne peut pas résulter d'un sentiment de respect pour 
l'oeuvre de son père, vu que Pierre Heyns n'est que le panégyriste de I Esbatement moral’, 
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All this hypothesizing on the two parts of the Esbatement moral is not 
without relevance for our subject, for the two parts of the collection 
differ from each other on a crucial point: of the eighteen new fables, 
seventeen are included in the part I attribute to Peeter Heyns; the sec- 
ond part, signed by ‘EW.’, contains only one new fable, the rest being 
a translation of the old material found in the Warachtighe fabulen.*! This 
difference suggests that the disposition of the collection was conceived 
at the very beginning of the process, before the plan was given, either 
by Gheeraerts or by the printer Galle, to the two bagpipes. 

This hypothesis is confirmed by the presence of a thematic order in 
the collection, although this is not an excessive order as in Trichet du 
Fresne’s collection (see again Table I). Indeed, one can note a tendency 
to create thematic pairs which becomes progressively stronger as the 
book nears its end, as can be deduced from Table V 


coupled fables ofthe Esbatement protagonists 


28-29 fox 

33-34 dog 
37-38 frog 
49-50 crow / raven vs. eagle / buzzard 
75-76 wolf 
76-77 hedgehog 
89-90-91-92 lion 
93-94 fox 
I00—IOI cat 
102—103 dog 
104—105 ass 
109-110 partridge 
113-114 Jupiter 


115-116-117 horse 
Table V 


There is still much more to be said about the order of the fables. To 
do so we have to consult the Latin version Arnoldus Freitag made 
of the collection, published in 1579 under the title Mythologia ethica, 


quoted by Gianni Mombello, Le raccolte francesi di favole esopiane dal 1480 alla fine del secolo 
XVI, Geneva, 1981, p. 143. 

31 For some further hypothesizing on the creation of the Esbatement moral, see my ‘Het 
dronken Hert’, p. 22. 
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and translated into English by Arthur Golding.” Neither Freitag nor 
Golding change the order of the fables, but they seem to feel a need 
to motivate explicitly après coup the order of the Esbatement moral. This is 
particularly evident in the concluding fables of the collection, in which 
Freitag’s motivation for this ordering (and his awareness of what had 
previously been said) is linked to two important images taken from the 
world of the theatre: the fable as a work of theatre and man's life as 
a stage. I quote these explicit motivations, which are missing in the 
Esbatement moral, from the modernized version of Golding's translation 
of Freitag’s text:*? 


The dizzardly Ass, which being so often mentioned sustaineth now one 
person and now another, and offereth himself last upon the stage to be 
gazed at, [...]. (Fable 122, ‘Of an Ass laden with provision of meat and 
drink’, p. 290) 


What is to be done or left undone in our life, we have learned already 
by the example of many living Creatures. Now forasmuch as the path of 
virtue is steep, and one night abiteth for all men, so as one time or other 
they must tread the way of death: let us learn of the Swan, with what 
mind to receive this night coming upon us. (Fable 123, ‘Of a Swan and a 
Stork’, p. 292) 


To the intent that our manner of philosophy, which we have begun at 
the crabbed labor and toils of man’s life, may be seasoned with some 
sweetness of rest: let us bring forth the sole Phoenix, to end the art of this 
play with a gladsome winding up, such as comedies ought to have. (Fable 
124, ‘Of the Phoenix’, p. 294) 


The Phoenix had almost put me to silence, and the flourishing hope of 
the blessed and endless life had shut up the doors of my Theater; but 
that after that last farewell, the religiousness of the Stork had willed me 
to add this short admonition. (Fable 125, ‘Of the Stork’, p. 296) 


According to Nora Field, one of Golding’s modern editors, the collec- 
tion is ‘designed to be read from the beginning to the conclusion; the 
movement is from life's hardships towards man’s salvation’ (0.c., p. 63). 
Moreover, Hugh G. Dick, the American scholar who identified the 
source of Golding’s Yable-Talk, thought the Esbatement moral contains 
strong politico-religious implications. In his opinion, these are especially 
visible in the opening fables of the collection. According to Dick the 


32 The lines which follow on Freitag are taken from my ‘Arnold Freitag's Mythologia 
ethica (1579) and the tradition of the emblematic fable’, o.c.. 
33 Barnes (ed)., Arthur Golding, A Moral Fable-Talk. 
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very first fable ofthe Esbatement moral, ‘A Carrier and His Horse’, alludes 
to the punitive taxation of the Spanish Netherlands under the Duke of 
Alva. The second fable, “The Lion and the Fox’ (which tells the well- 
known story ofthe lion who, feigning illness, invites all the animals and 
kills them, except for the fox who sees the animal footprints going to, 
but not returning from the lion’s den). This fable, according to Dick, 
‘almost certainly alludes to the forethought of William of Orange (early 
April 1567) in going into exile and the folly of Egmont and Hoorn, who 
did not do so, who on 9 Sept 1567 accepted Alva’s invitation to confer 
with them at Brussels and who were seized by the Spanish host and 
executed’ (Dick quoted by Barnes, o.c., p. 314). And commenting on 
the third fable, ‘Of the Oak and the Elm’, Dick asks himself: ‘Could 
the bloody counselor Elm be Alva and the kingly Oak, of a mild 
disposition, be Philip?’ Barnes (c.c, p. 314) agrees: ‘In his Justification 
(1568) William of Orange offered Philip (and everyone else who read it) 
such an interpretation of the events’. Together with Field and Barnes, 
I believe that perhaps Dick is right for these particular fables at the 
beginning of the collection, but that one should not overestimate the 
political impact of the other fables. 


5. Sadelers Theatrum morum: novelty and ordering? 


Just as Freitag and. Golding's adaptations are invaluable in shedding 
light on the way the Esbatement morals disposition should be interpreted, 
Aegidius Sadeler in his 7 heatrum morum seems also to offer an interpre- 
tation of the Esbatement’s ordering. The Theatrum morum, published in 
Prague in 1608 and dedicated to the Emperor Rudolph I, is a rewrit- 
ing in German epigrams of the French sonnets of the Esbatement moral" 
The author 1s probably Aegidius Sadeler himself, who also made (or 
had made) exact, reversed copies of all of Gheeraerts's 125 etchings, 
adding fifteen new etchings and fable-texts of his own. Every fable— 
old and new— was provided with a historical exemplum in prose, which 
replaces the biblical quotations of his Dutch and French predecessors 


34 This paragraph repeats some of the conclusions of my ‘Cognition in Emblematic 
Fable Books’. 

35 [Aegidius Sadeler], Theatrum morum. Artliche gesprach der thier [...], Praag (Paul 
Sesse), 1608. 
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m Odor. 
em. Dom Efel Buffel Comed vnb Maulthier. SS dt Sd M 
d a {fo famen. zufamen / die gemeinen Burger su Nom / 
AC M s: vnb beflaaten fich febr vberben Kömijchen Nach’ das fie 
T f Ir BI demfelbigen zu Dag vnb zu Feld Arbeitten / vnd gleich 


ob fie Leibeiane Knecht weren dienen muften. Dermegen dan 
etliche aus Ihnen faaten : fie wolten binfuro nicht mehr aljo Ars 
beiten! Vind wie bifibero nicht mehr achorfamen fonden eben 
aljocin müffiges ond fröliches Leben Führen als die Nathehere 
ren. Darauf Agrippa antworttet: das folches nicht fein noch 
einen beftande haben fünte. aber fie waren bartnädich / vnd 
blieben auff ihrem vornehmen. L ierg, 


k 





Dre Deer Thier nbafe tamen 
Baam jbr Elend allefamen, 

Das fic dem Menfetichen gefle 

Gcherfan wem alf aigne ned. 

Der fd fpradb: éd veil nid mehr, 

Arbeiren / aber Freien febr. 

Die andern Thier fagien : das fan 

Keinen betande in der Lang bau. 

Der Efed feiner memma Bieb / 

‘nd fein gefchren er foag rich. 

Deraleichen tent grob im Verjlandd 

Finder man wil in jedem Lande. ins Ga Dom 


Fig. 17 


(Fig. 17). As I have tried to visualize in Table VI, Sadeler shows he 
recognized and made use of the specificities of the ordering in the 
Flemish and French collections. 


Sadeler, 

Theatrum morum, 1608 Esbatement Warachtighe fabulen 
I Vom Holzhacker 57 = 
2. Vom Tygerthier = — 
3. Vom schwanklosen Fuchsen 67 = 
4. Vom Gembsen — = 
5. Vom schwangern Berg 46 = 
6. Vom Einhorn und Widhopff — 5 
7. Vom Rinocerot = = 
8. Von der Schlang und Ambos 24 — 
9. Vom Lewen, Esel und Hanen 4 = 
10. Vom Walfisch = — 
1l. Vom Aurochs und Fuchs = = 
12. Vom Wolff und Schaff 21 = 
13. Vom Vieh hierten 22 = 
14. Vom der Syrena = = 
15. Vom Elendt — -= 
16. Vom Meerkrebs 25 = 
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Sadeler, 
Theatrum morum, 1608 


19: 
18. 
19. 
20. 
21. 


22. 
23. 
24. 


25. 
26. 


27. 
28. 
29. 
30. 


31. 


133. 
134. 
135. 
136. 
137. 
138. 
139. 


Vom Fuchs und Binen 

Von der Bisemkatzen 

Vom Geyr und der Hennen 
Vom Büffel 

Vom Indianischen und 
Teudschen Han 

Vom Wolff im Schaflskleid 
Vom Fuchs und Rebenstock 
Vom Papegey und der 
Meerkatzen 

Vom Centauro und Weib 
Vom Lewen, der jagt mit 
andern Thiern 

Vom Ross und Esel 

Vom Crocodil 

Vom Leopardt und Hasen 
Von der Geyss und jungen 
Wolff 

Vom Wind, Sonn und 
Wanderer 

Vom Ross und Furman 
Vom Lewen und Fuchs 
Vom Aich und Ulmbaum 
Vom alten Man und Todt 
Vom Eschenbaum und Rohr 
Vom Han 

Vom Strauss und Nachtigall 
Vom Wolff und Lamb 

Vom Kranich und Wolff 


Vom Pfawen und Alster 

Vom verlogenen Schaffhierten 
Vom Hirschen und Ochsen 
Vom Raben und Scorpion 
Vom Jupiter und Bien 

Vom Affen mit seinen Jungen 
Vom Esel und stoltzen Ross 
Vom gefangnen Knecht und 
Esel 


Table VI 


Esbatement 


17 


119 


118 


63 


60 


65 


99 
61 


Warachtighe fabulen 


90 


94 
96 
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Table VI reveals something quite remarkable: fourteen of the fifteen 
new fables correspond to the very first twenty-nine fables of the The- 
atrum morum. The only exception, the fifteenth new fable is the last one, 
at the very end of the book, number 139. The first eighteen fables are 
either newly invented or taken from the Esbatement moral, but curiously 
they are absent from the Warachtighe fabulen. This implies that the first 
fable to be found in both the Zsbatement and the Warachtighe fabulen is 
number 19, entitled Vom Geyr und der Hennen |Of the Vulture and the 
Chicken]. This fable appears to be the only one in which Sadeler has 
changed significantly the animal characters, since the protagonists of 
the fable in the Esbatement moral and the Warachtighe fabulen are a bird of 
prey (a kite) and its mother. 

Table VI also shows that fables 32 through 35 of the 7 heatrum morum 
are not in the Warachtighe fabulen, and are the very first ones of the 
Esbatement moral. Then, from fable 37 on, all of the fables until num- 
ber 137 can also be found in the Warachtighe fabulen. It is interesting to 
note that fable 37, Vom Han, which 1s the famous Aesopian fable on the 
cockerel and the diamond, is in fact the fable which traditionally opens 
fable books in the sixteenth and seventeenth centuries because of its 
metadiscursive moral, which tells the reader not to follow the example 
of the cock in neglecting the hidden treasures of the book.? 

What conclusions can we draw from all this? Firstly, our analysis 
confirms the fact that Sadeler used both the French and the Dutch 
collection in ordering and writing” his fables. He seems to be well 
aware of the literary specificities, and differences between, the Dutch 
and the French collections, and of his innovations in his own. As we 
have seen, the order of the fables in the Dutch collection is based on 
the principle of varietas docta. Sadeler seems to follow this principle of 
disorder rather than the more thematic one of the Esbatement moral. 
Generally speaking, Sadeler's fables 19 through 30, and 132 through 
137 as far as they are based on the Warachtighe fabulen, stay fairly close 
to the order of the Dutch collection, as can be seen in Table VI, since 
they correspond respectively to fables 90, 94, 96, 97, 92 and 80, 82, 83, 
98, 101, 85 in the Warachtighe fabulen. 


36 Klaus Speckenbach, ‘Die Fabel von der Fabel. Zur Überlieferungsgeschichte der 
Fabel von Hahn und Perle’, Frühmittelalterliche Studien 12 (1978), pp. 178-229. The new 
edition of the Esbatement moral by Zacharias Heyns also begins with the fable on the 
‘Cockerel and the Diamond’, which is the collection’s most significant change relating 
to its order. 

37 For textual evidence, see Smith, ‘Cognition in Emblematic Fable Books’, o.c. 
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Another point is that whereas the Dutch collection only contains 
fables with animal protagonists and whereas the innovation of the 
Esbatement moral consists in the eighteen new fables in which human 
beings or plants, too, are admitted as protagonists, the main innovation 
of the fifteen new fables in the Theatrum morum consists in the fact 
that they display exotic, not Aesopian animals, as can be judged from 
the titles of fables 2 (tiger), 4 (chamois), 6 (unicorn and hoopoe), 7 
(rhinoceros), 10 (whale), 11 (wisent), 15 (elk), 18 (civet cat), 20 (buffalo), 
24 (parrot and guenon), 28 (crocodile), 29 (leopard). Fables 14 and 25 
are non-Aesopian as well because their protagonists are mythological, 
respectively a siren and a centaur.’ The only new fable which is neither 
exotic nor mythological 1s the very last one, about a prisoner and a 
donkey. This subject is not Aesopian but based on a recent anecdote. 

By the composition of his fable book, Sadeler draws the potential 
reader’s or buyer's attention to the novelty of his collection: his own 
new fables are placed at the beginning of the collection, and in order 
not to shock the reader with too many novelties, he doses them out by 
mingling them with fables borrowed from the Esbatement moral, but not 
with the more traditional ones of the Warachtighe fabulen.® In doing so, 
he proves to be well aware not only of the specificities and innovations 
of the two preceding collections, but also of their underlying structures. 


6. Dispositio in Vondel’s Warande 


It is time to turn our attention now to the last collection in the Gheer- 
aerts filiation, Joost van den Vondel’s Vorstelucke Warande der Dieren [Royal 
Garden of the animals], published in 1617 by the Amsterdam publisher 
and printer Dirk Pietersz Pers. This collection is a Dutch verse adapta- 
tion of the French sonnets of the Esbatement moral. Gheeraerts's illustra- 
tions, which remain unchanged, occupy the left-hand pages, accompa- 
nied by a Dutch prose translation of the German exempla from Sadeler's 
Theatrum morum. On the right-hand page there is the fable text in verse 
by Vondel. Pers seems to have taken a keen interest in fable books, 
not only as a printer and publisher, but also as an amateur, author and 


38 The main source of the fifteen new fables seems to be Joachim Camerarius's 
zoological emblems (Nuremberg, 1595). 

59 Needless to say, these collections were in their own time as innovative as Sadeler's 
Theatrum morum. 
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translator. This can indeed be demonstrated by the unusually active 
role played by Pers in the production of the collection: the insertion of 
the prose exempla borrowed from Freitag’s German collection, in fact, 
was probably his doing. In any case, the translation of these exempla 
is not Vondel’s, because there are some striking incongruities between 
these texts and the poetic fable texts definitely written by Vondel, that is 
between the left-hand page and the right-hand page. The most striking 
incongruity is to be found in the fable “The Monkey and the Guenon’ 
(see Figure 16), in which Vondel (on the right-hand page) speaks of 
only one monkey, whereas Gheeraerts’s illustration (on the left-hand 
page) clearly shows two different species of monkeys (a monkey and a 
guenon), and the prose exemplum (also on the left-hand page) speaks of 
a monkey and a cat, because the translator (Pers?) seemed to have mis- 
understood Sadeler’s German word Aatz which, in this context, is the 
abbreviated form of Meerkatz [guenon]. 

The order adopted for the fables (see Table VII) also tells us some- 
thing about the cooperation (and miscommunications) between the 
poet and the printer. 


Warachtighe 
Vondel, Warande Esbatement fabulen 
1. Van't Peerdt ende den I = 
Voerman 

2. Vanden Leeuw ende Vos 2 E: 

. . Vanden Eycke ende Olmboom 3 = 
4. Vanden Basilisco ende 6 I 

t'Weselken 

5 De Aep met haer Ionghen 7 85 
6. De Leeuwe en °t Peerd 8 2 
7. De Vos en de Kraen 9 91 
8 Pauw ende t'Nachtegael IO 3 
[.-.] 
94. De Wolf vervolgt het Schaep 112 106 
95. Jupiter en de Slanghe 113 6 
96. Jupiter en de Honich Bye 114 101 
97. "tPeerd en’t Zwijn 115 50 
98. Peerten den Ezel 117 — 
99. Kalikoet en den Haen 118 94 
100. Het Veld en Stad Muysken 44 89 
101. Ouden Man en Dood 5 = 
102. Het dronken Hert 108 27 
103. De Beer met de twee 30 55 


Wandelaers 
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Warachtighe 
Vondel, Warande Esbatement fabulen 
104. De Wolf met zijn getuygen 61 48 
tegen 't Schaepken 
105. Ezel en zijn drij Meesters 104 102 
106. De Vos en de Bock 42 87 
107. De Beyr en de Bijen 73 72 
108. De Vrouwe en Henne 19 32 
109. De Leeuwe, Koe, en’t Schaep ` Do 97 
110. Den Barenden Bergh 46 x 
111. De Hasen en Vorsschen 62 31 
112. De Draeck en Oliphant 72 44 
113. Den Haen, en den Diamandt 51 22 
114. De Leeuw, den Haen en den 4 = 
Ezel 
115. Den Hase en de Schiltpadde 26 88 
116. De Spijse-draghende Ezel 122 86 
117. Den Hondt en de Schaduwe 56 10 
118. Den wreeden verouderden 69 59 
Leeuw 
119. De Struys en’t Nachtegaelken 120 105 
120. De krancke Gier 119 90 
121. *tOnvernoeghde Peerd en 116 95 
d’Ezel 
122. De Zwan en den Oyevaer 123 99 
123. De Vogel Phoenix 124 103 
124. De oude Oyevaer 121 23 
125. Gods dienst des Oyevaers 125 107 
Table VII 


Table VII shows that the Warande’s order mostly adopts the one fol- 
lowed by the Zsbatement moral. But this is not always the case: fable 4 
in the Zsbatement moral, for instance, 1s skipped, and this holds also for 
fables 5, 19, 26, 30, 42, etc. Excepting these incidental cases of skipped 
fables, things go well until fable 99 of the Warande (fable 118 of the 
Esbatement moral). From that point on, all the skipped fables are grouped 
together, in an arbitrary order, until fable 119. However, the very last 
five fables follow more or less the order of the last fables in the Esbate- 
ment moral, with a single exception in the case of fable 121. In this fable 
something interesting takes place, for 1t 1s the only fable in the whole 
collection in which the illustration is wrongly placed and is mixed up 
with the illustration of fable 98. 
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How can we explain these particular cases of disorder? In what fol- 
lows, I will venture a hypothetical reconstruction of the collection’s 
material production. The printer Dirk Pers who, at that time, was 
building up a publisher’s list of emblem books, acquired Gheeraerts’s 
copperplates (how exactly is not known). Having successfully collabo- 
rated previously with the young Vondel, who had already adapted for 
him Jan Moerman’s De cleyn werelt,? Pers gave him the Esbatement moral 
to translate. Together with this volume, he probably also gave Von- 
del his personal collection of fable books in order to facilitate and to 
quicken the translation process.*' This haste can be explained by the 
rivalry presented by another collection based on the initial Warachtighe 
Jabulen, the French collection XXV fables by Etienne (Steven) Perret, 
which was originally published in Antwerp in 1578, the same year as 
the Esbatement moral. It certainly appears to be no coincidence that the 
Dutch translation of this fable book was also printed in 1617, the same 
year as Vondel’s collection.? So Vondel seemed to be in a hurry, and 
translated in one go the whole collection from beginning to end. How- 
ever, while working on the translation he must have realized that he 
was not satisfied with his rendering of some of the fables, so he put 
these fables aside for later reworking. There is one striking formal dif- 
ference between the fables Vondel translated 1n his first rush of activity 
and the fables he set apart. The fables in the first category have rela- 
tively brief morals, varying from four to six verses, whereas the fables 
in the second category have longer morals, the longest stretching to ten 
or twelve verses. The reason for this seems clear: unsatisfied with his 
translation of some of the French fable texts, Vondel chose the logical 
option of expanding not on the fables’ narration but on their moral. 


^9 Vondel, Den gulden winckel, Amsterdam (Pers), 1613, which is an adaptation of Jan 
Moerman, De cleyn werelt [...], Amsterdam (Pers), 1608. This is the second edition 
of Moerman's Dutch translation of Laurens van Haecht, Mikrokosmos [...], Antwerp 
(Gerard de Jode), 1579. 

^! Textual comparison I have described elsewhere shows that Vondel made use not 
only of the Esbatement moral, but also of the De Dene's Dutch collection, Freitags 
Latin and Sadeler’s German collections, as well as Anthoni Smyters, Sinryke fabulen, 
Rotterdam (Jan van Waesberghe), 1604, which is a Dutch unillustrated adaptation of 
the Esbatement moral. Given his precarious financial situation, it is not probable that 
Vondel owned these collections himself. 

#2 Etienne Perret, XXV fables des animaux, Antwerp (Plantin), 1578; id., XXV fabulen 
der dieren, Delft (Adriaen Gerritsen), 1617. See Paul J. Smith, ‘Les fables emblématiques 
d’Etienne Perret (1578), Emblematica 8 (1994), pp. 221-242. 
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7. Conclusion 


The fable collections of the Gheeraerts filiation demonstrate the impor- 
tance of ordering. Poets and printers seemed to be well aware of the dis- 
position of their predecessors’ collections. They recognized the impor- 
tance of disposition, as they adopted, modified or rejected the ordering 
of their predecessors’ works. In doing so, they were particularly sensi- 
tive to the publicitary impact of the most strategic parts of their col- 
lection, although their ways of making use of and expliciting this can 
vary considerably. Thus, disposition is a form of literary expression: it 
aims to inform the reader directly and overtly on the degree of imi- 
tation, emulation and originality of the collection at hand. Indirectly, it 
can inform us too about the material circumstances in which the collec- 
tions were produced, in particular on the collaboration (or lack thereof) 
between poet/translator and illustrator, and between poet/illustrator 
and printer. My hope is that these conclusions concerning the literary 
function of ordering will prove to be relevant to the study of other col- 
lections and corpora as well, whether emblematic, Acsopian or both. 


PART III 


MONTAIGNE 


CHAPTER EIGHT 


MONTAIGNE, PLUTARCH AND HISTORIOGRAPHY 


In Chapter 32, Book IL, of his Essais, entitled Defence de Seneque et de 
Plutarque, Montaigne joins in with the contemporary discussion about 
historiography. Among other things, he takes issue here with a num- 
ber of views from an authoritative historiographical work of his time: 
the Methodus ad facilem historiarum cognitionem by Jean Bodin (first edition 
1566).! In this work, Bodin accuses Plutarch of gullibility and unrelia- 
bility. Montaigne speaks up for his favourite author in a défense which at 
first appears to be clear and straightforward but which, on closer read- 
ing, presents various interpretation problems. In the following lines I 
will attempt to offer a close reading of this chapter, in which I not only 
hope to provide insight into Montaigne's view of historiography? but 
also into his way of writing and argumentation. Before looking at the 
Defence de Seneque et de Plutarque more closely, I will first briefly consider 
the place that Plutarch takes in Montaigne's work and look at a number 
of relevant aspects of the literary genre that he inaugurated: the essay. 


1. Montaigne as a reader of Plutarch 


Isabelle Konstantinovic's work, Montaigne et Plutarque, confirms some- 
thing that all Montaigne's readers would already surmise: the over- 
whelming presence of Plutarch in the Essais. In her research she arrives 
at the following figures: Montaigne refers to or borrows from Plutarch's 
Moralia 459 times and 293 times from his Parallel Lives.’ It is striking that 
these works, which Montaigne primarily knew through Jacques Amyot's 
French translation, have a constantly high presence in all the develop- 
mental stages of the Essais, that is to say, both in the three published 


! Edition consulted: Jean Bodin, Œuvres philosophiques, ed. and transl. Pierre Mes- 
nard, Paris, 1951, pp. 99-457. 

? Much has been written about Montaigne and his preoccupation with historiogra- 
phy. See, for instance, the Claude-Gilbert Dubois (ed.), Montaigne et l’histoire [...], Paris, 
1991. In this and other studies too little atention has been paid to chapter II, 32. 

3 Isabelle Konstantinovic, Montaigne et Plutarque, Geneva, 1989, p. 28 and p. 32. 
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books as well as in the three layers of Montaigne’s text which can be 
distinguished: (a), (b) and (c). 

What was it in Plutarch that appealed so much to Montaigne? First 
of all, both the Moralia as well as the Parallel Lives form an inex- 
haustible source for the innumerable quotations and anecdotes with 
which Montaigne larded his argument. Montaigne usually confined 
himself to briefly and approvingly quoting, often more or less liter- 
ally from Amyot’s translation, sometimes mentioning Plutarch’s name 
and sometimes not. At times, however, Montaigne does not agree with 
his maître à penser, and he enters into a discussion with him regard- 
ing the correct interpretation of an incident. I will confine myself to 
a single example, which is at the same time germane to an aspect of 
my argument, namely the associative character of Montaigne’s writing, 
The chapter Des coches [On coaches] is not immediately and exclusively 
concerned with vehicles, as the title would seem to suggest,‘ but opens 
with a discussion about the multiple explanations of the causes of cer- 
tain phenomena. As an example Montaigne takes the causes of sea 
sickness, and cites Plutarch’s authoritative opinion on the subject, who 
maintains that fear is the cause of seasickness. Montaigne absolutely 
disagrees with this, for various reasons: his own experience with sea- 
sickness, the behaviour that has been observed among pigs that have 
been shipped, and contemporary and classical evidence to the contrary 
(namely that fear can have precisely the effect of making the seasickness 
disappear). Montaigne sums it all up as follows: 


(b) Moy, qui y suis fort subjet, scay bien que cette cause ne me touche 
pas, et le scay non par argument, mais par necessaire experience. Sans 
alleguer ce qu'on m'a dict, qu'il en arrive de mesme souvent aux bestes, 
et notamment aux pourceaux, hors de toute apprehension de danger; et 
ce qu'un mien connoissant m'a tesmoigné de soy, qu'y estant fort subjet, 
l'envie de vomir luy estoit passée deux ou trois fois, se trouvant pressé de 
fraieur en grande tourmente, (c) comme à cet ancien: Paus vexabar quam 
ut periculum mihi succurreret; (b) je meus jamais peur sur l'eau [...] (UI, 6, 


pp. 876-877). 


[(b) Now I am very subject to seasickness and I know that that cause 
does not apply to me; and I know it not by argument but compelling 
experience. I shall not cite what I have been told, that animals, especially 


^ Elsewhere Montaigne writes: ‘Les noms de mes chapitres n'en embrassent pas 
toujours la matiere’ (IH, 9, p. 973) [The names of my chapters do not always encom- 
pass my subject-matter’ (Essays 1125)]. Following Montaigne's own usage, I use the term 
chapter, and not essay, as is the customary but erroneous practice. 
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pigs, which have no conception of danger, get seasick; nor what one of 
my acquaintances has told me about himself: he is much subject to it 
yet on two or three occasions when he was obsessed by fear during a 
great storm the desire to vomit disappeared—(c) as it did to that man in 
Antiquity: Pejus vexabar quam ut periculum mihi succurreret. [I was too shaken 
for the danger to occur to me.] (b) [...] I have never felt, on water [...] 
(Essays 1018)] 


“That man in Antiquity’, whose quotation has been added in the mar- 
gin of his copy, is by the way, Seneca, who, as we shall sce, is fre- 
quently bracketed together with Plutarch, although in this case he is 
used against him. In the continuation of the argument Plutarch van- 
ishes from sight, and Montaigne takes his reader from causes to coches in 
all shapes and sizes (a play on words on the partial homophony of both 
words cannot be ruled out)? Subsequently, via sinuous argumentation, 
which I will not analyse here for reasons of space, Montaigne arrives 
at the New World and the atrocities committed there by the Spanish 
against the Indians. The chapter concludes with a return to the subject 
(via the laconic formula ‘retombons sur nos coches’ [let us drop back to 
those coaches of ours' (Essays 1036)]), where we as readers are told how 
Attabalipa, the last Inca King, is pulled off his sedan chair by Francisco 
Pizarro. This last piece of information forms an abrupt end, the chute, 
to the chapter. Montaigne allows the fall of the Inca monarch, in the 
figurative as well as the literal sense (the fall from his sedan chair), to 
coincide with the retombons and the chute of the argumentation. 

This example, in which Plutarch implicitly plays the role of discus- 
sion partner, offers a good idea of Montaigne's writing. His argumen- 
tation is not derived from the dispositio scheme of classical rhetoric of 
which, as we shall see, Cicero is (according to Montaigne) the objec- 
tionable example. For Montaigne, it concerns a rhetorical style which 
adapts itself to the subject, a rhétorique de l'objet.5 According to Mon- 


5 For a similar word play in a similar context on chose, cause, and causeur, see Essais, 
III, 11, p. 1003: (b) Je vois ordinairement que les hommes, aux faicts qu'on leur propose, 
s'amusent plus volontiers à en chercher la raison qu'à en chercher la verité: ils laissent 
là les choses, et s'amusent à traiter les causes. (c) Plaisans causeur? [my italics]. [‘(b) I 
realize that if you ask people to account for ‘facts’, they usually spend more time finding 
reasons for them than finding out whether they are true. They ignore the whats and 
expatiate on the whys. (c) Wiseacres! (Essays 1161)]. 

6 The term derives from the modern French poet Francis Ponge, who in his anti- 
rhetorical criticism, sides with the tradition of Montaigne. See my article on this 
subject ‘Ponge épidictique et paradoxal’, in Franc Schuerewegen (ed.), Francis Ponge, 
Amsterdam and Atlanta, 1996, pp. 35-46. 
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taigne, eloquence must be at the service of things, not of itself: ‘(a) 
L'éloquence faict injure aux choses, qui nous destourne à soy’ (I, 26, 
p. 171) [‘(a) When eloquence draws attention to itself it does wrong by 
the substance of things’ (Essays 194)]; ‘(a) Fy de l'eloquence qui nous 
laisse envie de soy, non des choses’ (I, 40, p. 246) [‘(a) Shame on all 
eloquence which leaves us with a taste for itself not for its substance’ 
(Essays 282)]. 

It is now important for our subject that Montaigne regards Plutarch 
as his great example for this associative manner of argumentation. 
Montaigne’s description of Plutarch’s writing as a ‘forme d’escrire dou- 
teuse, enquerant plustost qu’instruisant’ (II, 12, p. 489) [‘substance in- 
duc[ing] doubt, [his] purpose [being] inquiry rather than instruction’ 
(Essays 568)] can be regarded as a definition of Montaigne's essay writ- 
ing. Moreover, what he says about Plutarch's ordo neglectus can imme- 
diately be applied to his own style of writing: ‘(a) [Plutarch] oublie 
son theme, oü le propos de son argument ne se trouve que par inci- 
dent, tout estouffé en matière estrangere' (p. 973) [‘(c) [There are works 
of Plutarch in which] he forgets his theme, or in which the subject is 
treated only incidently, since they are entirely padded out with extrane- 
ous matter’ (Essays 1125)]. Plutarch writes, according to Montaigne, ‘a 
pieces décousues' [in pieces not sewn together’ (Essays 463)]. He writes 
about himself in similar terms: ‘Je prononce ma sentence par articles 
descousus' (III, 13, p. 1054) [I pronounce my sentences in disconnected 
clauses” (Essays 1222)]. It is even the case that when he characterizes his 
own writing, it 1s likely that he deliberately uses the same qualifications 
as Erasmus does when talking about Plutarch. In a passage from De la 
vanité (III, 9) Montaigne rejects what is usual in an ‘oraison’, namely 
announcing precisely and explicitly what will be discussed. The reader 
1s asked to allow himself to be carried along with the umpteenth digres- 
sion: ‘(b) Laisse, lecteur, courir encore ce coup d'essay et ce troisiesme 
alongeail [...]’ (p. 941) [‘(b) Reader: just let this tentative essay, this third 
prolongation of my self-portrait, run its course’ (Essays 1091)]. To this 
Montaigne adds: 


‘(c) [...] Je me donne loy d'y attacher (comme ce n'est qu'une marque- 
terie mal jointe), quelque embleme supernuméraire. Ce ne sont que 
surpoids, qui ne condamnent point la premiere forme mais donnent 
quelque pris particulier à chacune des suivantes par une petite subtilité 
ambitieuse [...] C’est un mouvement d'yvroigne titubant, vertigineux, 
informe, ou des jonchets que l'air manie casuellement selon soy’ (III, 9, 


DD. 941-942). 
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[(c) [...] I allow myself, since it is merely a piece of badly joined mar- 
quetry, to tack on some additional ornements. That 1s no more than a 
little extra thrown in, which does not damn the original vrsion but does 
lend some particular value to each subsequent one through some ambi- 
tious bit of precision [...] It is a drunkard's progress, formless, staggering, 
like reeds which the wind shakes as it fancies, haphazardly. (Essays 1091)] 


In his foreword to his translations of Plutarchus's De cohibenda wa and De 
curiositate, Erasmus uses similar terms in order to elucidate upon what 
he considers to be characteristic features of Plutarch’s writing: 


I had a lot of trouble with the subtility [subtilitas] of Plutarch’s writ- 
ing and hidden significations, which he had compiled from the remote 
storerooms of all kinds of authors and disciplines, in such a way that 
one would not qualify it a coherent discourse [orationem] but rather a 
patchwork [centonem], or better a mosaic [musaicum] made from the most 
exquisite inlaid works [emblematibus]. [...] Besides this difficulty he also 
has a kind of concise and abrupt style, which suddenly [subiter] sweeps 
away the reader's mind in diverse directions [regionem] 7 


The words I have placed in italics recur literally in the passage by 
Montaigne quoted above. The metaphor cento reappears in the term 
‘pieces décousues’; oratio corresponds to ‘oraison’, subtilitas to ‘subtilité’, 
musaicum and emblematibus to, respectively, 'marqueterie’ and ‘embleme’, 
and the phrase subiter...regionem 1s in accordance with the accidental 
being carried along which Montaigne asks of his reader.’ 


2. Montaigne’s view of Plutarch as historiographer 


Alongside the above mentioned aspects—Plutarch as the source for 
quotations and exemplary anecdotes, and as a model of anti-rhetorical 
writing—it must also be said at this point that Plutarch was for Mon- 
taigne the great example of ideal historiographic writing. In his chapter 
Des livres, Montaigne draws a distinction between two categories of his- 


7 “Mihi certe non mediocre negotium exhibuit, ipsa Plutarchicae phraseos subtili- 
tas, sensusque reconditi ex retrusis omnium auctorum ac disciplinarum apothecis sic 
deprompti connexique, ut non orationem sed centonem, aut ut melius dicam, musaicum opus 
existimes, ex emblematibus exquisitissimis concinnatum. [...] Praeter hanc difficultatem 
habet concisum quidam et abruptum, subiter lectoris animum transmovens in diver- 
sam regionem’ (Erasmus, Opera omnia [...], 10 vols., Leiden, 1703 (vol. 4, cols. 57-58)). 

8 Elsewhere Montaigne allows himself to be influenced by Erasmus’ qualifications 
of good and bad style. See Hugo Friedrich, Montaigne, transl. Robert Rovini, Paris, 1968, 


p- 421, n. 323. 
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toriographers, one of which is primarily preoccupied with describing 
great deeds and events. The second category is, according to Mon- 
taigne, superior: 
‘(a) Or ceux qui escrivent les vies, d'autant qu'ils s'amusent plus aux 
conseils qu'aux evenemens, plus à ce qui part du dedans qu'à ce qui 


arrive au dehors, ceux là me sont plus propres. Voilà pourquoy, en toutes 
sortes, c'est mon homme que Plutarque' (IL, 10, p. 396). 


[(a) Now the most appropriate historians for me are those who write 
men's lives, since they linger more over motives than events, over what 
comes from inside more than what happens outside. That 1s why, of 
historians of every kind, Plutarch is the man for me. (Essays 467)] 


In making this distinction between event orientated historiography and 
biography Montaigne is also influenced by Plutarch. In the opening 
lines of his Alexandre le Grand, Plutarch observes the following: 


[...] nous allions principalement recerchant les signes de l'ame, & par 
iceux formans vn portrait au naturel de la vie & des moeurs d'vn chacun, 
en laissant aux historiens à escrire les guerres, les batailles & autres telles 
grandeurs. 


[We are principally looking for the signs of the soul with the intention of 
using them to form a natural portrait of the life and customs of everyone; 
we let the historians write about wars, battles and other great things. |? 


In Montaigne’s reflection on Plutarch, a remarkable consistent factor 
can now be pointed out, which requires a little explanation: the connec- 
tion that Montaigne continually makes between Plutarch and Seneca. 

Symptomatic of this consistent factor is Montaigne's visit to the 
library at the Vatican. From the report of this visit which is given in 
his Journal de voyage en Italie it transpires that the first two works that 
he looked at were invaluable manuscripts of the work of Plutarch and 
Seneca. Naturally, naming both authors in one breath is, to put it 
mildly, unusual. After all, Plutarch was in his writings a strong opponent 
of the Stoa,'? the very doctrine to which Seneca adhered. From his 
point of view of unconventionality and paradox (para-doxa: against the 
prevailing opinion) this difference is precisely the reason for Montaigne 
drawing a parallel between both authors in his chapter Des livres. Here, 
I quote from the text ın extenso, because a number of elements in it are 
of importance for the rest of my argument: 


9 Plutarch, Les vies des hommes illustres grecs et romains [...], ed. and transl. Jacques 
Amyot, 2 vols. s.l., 1594, vol. 2, p. 138. 
10 Cf, e.g., Daniel Babut, Plutarque et le Stoicisme, Paris, 1969. 
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(a) Ces autheurs se rencontrent en la plus part des opinions utiles et 
vrayes; comme aussi leur fortune les fist naistre environ mesme siecle, 
tous deux precepteurs de deux Empereurs Romains, tous deux venus de 
pais estrangier, tous deux riches et puissans. Leur instruction est de la 
cresme de la philosophie, et presentée d’une simple façon et pertinente. 
Plutarque est plus uniforme et constant; Seneque, plus ondoyant et 
divers. Cettuy-cy se peine, se roidit et se tend pour armer la vertu contre 
la foiblesse, la crainte et les vitieux appetis; l'autre semble n’estimer pas 
tant leur effort, et desdaigner d'en haster son pas et se mettre sur sa 
targue. Plutarque a les opinions Platoniques, douces et accommodables 
à la société civile; l'autre les a Stoiques et Epicurienes, plus esloignées 
de l'usage commun, mais selon moy, plus commodes (c) en particulier 
(a) et plus fermes. Il paroit en Seneque qu'il preste un peu à la tyrannie 
des Empereurs de son temps, car je tiens pour certain que c'est d'un 
jugement forcé qu'il condamne la cause de ces genereux meurtriers de 
Caesar; Plutarque est libre par tout. Seneque est plein de pointes et 
saillies; Plutarque, de choses. Celuy là vous eschauffe plus et vous esmeut; 
cettuy-cy vous contente davantage et vous paye mieux. (b) Il nous guide, 
l'autre nous pousse. (IL, 10, pp. 392-393) 


[(a) Those two authors are in agreement over most useful and true 
opinions; they were both fated to be born about the same period; both 
to be the tutors of Roman Emperors;!! both came from foreigns lands 
and both were rich and powerful. T'heir teachings are some of the cream 
of philosophy and are presented in a simple and appropriate manner. 
Plutarch is more uniform and constant: Seneca is more diverse and 
comes in waves. Seneca stiffens and tenses himself, toiling to arm against 
weakness, fear and vicious appetites; Plutarch seems to judge those vices 
to be less powerful and to refuse to condescend to hasten his step or 
to rely on a shield. Plutarch holds to Plato's opinions, which are gentle 
and well-suited to public life: Seneca's opinions are Stoic and Epicurean, 
farther from common practice but in my judgment more suited (c) to 
the individual (a) and firmer. It seems that Seneca bowed somewhat to 
the tyranny of the Emperors of his day, for I hold it for certain that 
his judgment was under duress when he condemned the cause of those 
great-souled murderers of Ceasar; Plutarch is a free man from end to 
end. Seneca is full of pithy phrases and sallies; Plutarch 1s full of matter. 
Seneca enflames you and stirs you: Plutarch is more satisfying and repays 
you more. (b) Plutarch leads us: Seneca drives us. (Essays 463-464)] 


Once again, Plutarch is not only the subject here but also the exemple 
à suivre. In the parallel he draws, Montaigne does in fact the same as 
Plutarch did in the synerisis parts of his Parallel Lives, namely compare 
a Greek with a Roman. To be more precise: the parallel between 


11 Seneca was Nero's tutor; Montaigne, Amyot and others thought mistakenly that 
Plutarch was Trajan's tutor. 
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Plutarch and Seneca could even be suggested here by Plutarch himself; 
that is to say: by the pseudo-Plutarch, the author of an assignment to 
Emperor Trajan.? This pseudo-Plutarch writes to Trajan: 


[...] tu tes exposé à de grands dangers, & moy aux langues des mes- 
disans, pour autant que Rome ne peut endurer vn lasche Empereur, & 
que la commune voix du peuple a tousjours ascoutumé de reietter les 
fautes des disciples sur leurs maistres, comme Seneque est deschiré par 
les langues des mesdisans, pour les pechez de son Neron. 


[You have exposed yourself to great dangers; and I have exposed myself 
to the tongues of the calumniators, because Rome could not endure a 
cowardly Emperor and because the common voice of the people 1s used 
to blaming the masters for their disciples. Likewise Seneca has been torn 
by the tongues of the calumniators, because of the sins of his master 
Nero.]!8 


It is interesting that Montaigne adds to his comparatio between both writ- 
ers a lertium comparationis, namely Cicero. Cicero is, in all respects, infe- 
rior to both the other authors: ‘sa facon d’escrire me semble ennuyeuse’ 
[his style of writing seems boring to me’ (Essays 464)]. To Montaigne’s 
taste, Cicero takes too long to come to the point: his arguments ‘lan- 
guissent autour du pot’ [‘hover about the pot and languish’ (Essays 
464)].'* For Montaigne, Seneca and Plutarch form an example of style 
imbued with Atticism in contrast to Cicero’s ostentatious ubertas. 

The comparatio between Plutarch and Seneca, from which Plutarch 
emerges victorious, is one of a number of places in which Plutarch 
is praised, and with him his translator Jacques Amyot. Chapter II, 4 
begins with a lengthy eulogy to Amyot, of which here are a number of 
lines: 


12 Amyot is also of the erroneous opinion that this assignment was written by 
Plutarch himself. 

13 Amyot, ‘Aux lecteurs’, in Plutarch, Les vies..., vol. 1, no pag. (I translate from 
the French). Amyot considers himself Seneca’s and Plutarchus’ successor in being a 
royal tutor. See, e.g., Amyot, Av Roy Treschrestien Charles IX. de ce nom’, in Les 
oevvres morales & meslées de Plutarque, ed. and transl. Jacques Amyot, Paris 1572 (reprint 
New York etc., 1971): ‘[...] comme lon tient qu’il fut iadis precepteur de Traian, le 
meilleur des Empereurs qui furent oncques 4 Rome, aussi Dieu m’auoit fait la grace 
de l'auoir esté du premier Roy de la Chrestienté, que nature a doué d'autant de bonté 
que nul de ses predecesseurs’ [‘Just as they say that he once was the tutor of Trajan, 
the best of all Roman Emperors, so God had granted that I be the tutor of the first 
King of Christendom, whom Nature endowed with as much goodness as any of his 
predecessors’ ]. 

14 For an analysis of this anti-Ciceronian passage, see Paul J. Smith and Nic. van der 
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(a) Je donne avec raison, ce me semble, la palme à Jacques Amiot sur 
tous nos escrivains François, non seulement pour la naïfveté et pureté du 
langage, en quoy il surpasse tous autres [...], mais sur tout Je luy sçay 
bon gré d’avoir sçeu trier et choisir un livre si digne et si à propos, pour 
en faire present à son pays. Nous autres ignorans estions perdus, si ce 
livre ne nous eust relevez du bourbier; sa mercy, nous osons à cett’heure 
et parler et escrire: les dames en regentent les maistres d’escole (p. 344). 


[(a) It seems to me that I am justified in awarding the palm, above all our 
writers in French, to Jacques Amyot, not merely for the simplicity and 
purity of his language in which he excels all others, not for his constancy 
during such a long piece of work [...], but above all I am grateful to him 
for having chosen and selected so worthy and so appropriate a book to 
present to his country. Ignorant people like us would have been lost if 
that book had not brought us up out of the mire: thanks to it, we now 
dare to speak and write—and the ladies teach the dominies. (Essays 408)] 


This eulogy, which is brought to a strong hyperbolic conclusion, has 
nonetheless a defensive undertone, which is clearly apparent in his 
Journal de voyage en Italie, in which one finds a report of a real scholarly 
discussion. Here are the first lines of this report: 


Disnant un jour à Rome avec nostre ambassadeur, oü estoit Muret et 
autres scavans, je me suis mis sur le propos de la traduction frangoise de 
Plutarche, et contre ceus qui l'esümoient beaucoup moins que je ne fais, 
je meintenois au moins cela: ‘Que où le traducteur a failli le vrai sans de 
Plutarque, il y en a substitué un autre vraisemblable et s'entretenant bien 
aus choses suivantes et précédentes.” (p. 1223) 


[Dining one day in Rome with our ambassador, with Muret and other 
learned men present, I got on the subject of the French translation of 
Plutarch; and against those who esteemed it much less highly than I 
do, I maintained at least this: that where the translator missed the real 
meaning of Plutarch, he has substituted another that is possible and well 
in keeping with what precedes and what follows]? 


Both the above mentioned points, the comparatio between Plutarch and 
Seneca, and the words of praise for Plutarch with a defensive under- 
tone, occur together in the chapter which forms the main subject under 
consideration: the Defence de Seneque et de Plutarque. 


Toorn, “Science de gueule” et Rhétorique, ou De la vanité des paroles (Montaigne, Essais, 


L 51), Studi francesi 32 (1988), pp. 82-90 (pp. 89-99). 
15 "The Complete Works of Montaigne, transl. Donald M. Frame, London, 1957, p. 951. 
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3. The argumentative structure of the Defence 


Before considering the problematic aspects of this chapter, it is neces- 
sary to provide first an annotated summary The chapter consists of 
three unequal parts: in the first part, in a short and powerful manner 
(thus not in a Ciceronian style), the subject and the reasons for the sub- 
ject are announced: 
(a) La familiarité que j'ay avec ses personnages icy, et l'assistance qu'il 
font à ma vieillesse (c) et à mon livre massonné purement de leurs 


despouilles, (a) m'oblige à espouser leur honneur. (p. 699) 


[(a) My intimacy with those two great men and the help they give to me 
in my old age, (c) as well as to my book which is built entirely out of their 
spoils, (a) bind me to espouse their honour. (Essays 817)] 


In the second and third part Seneca and Plutarch are respectively 
defended. 

In the part devoted to Seneca, Montaigne begins by taking a stand 
against one of the many thousand of the 'so-called reformed' pamphlets 
(‘de la Religion pretendue reformée’) which were written in the 70°. 
The anonymous author proposes a comparison between ‘nostre pau- 
vre’ Charles IX and Nero and, consequently between the Cardinal 
of Lorraine (one of the councillors of the French King) and Seneca. 
Montaigne finds this comparison unjust, firstly because Seneca is in all 
respects superior to the Cardinal of Lorraine (I will return presently 
to the ‘backhandedness’ of this attack on the Cardinal) and secondly 
because the anonymous author supports his claims by referring to an 
unreliable historiographer: the Greek Dio Cassius, who was read by 
Montaigne and his contemporaries in the Latin translated by Xylan- 
der. The rest of this section devoted to Seneca is used to challenge 
Dio Cassius's opinion of Seneca, with the help of the following argu- 
ments: 


1. Dio Cassius is ‘inconstant’: one moment he is full of praise for 
Seneca, and the next he 1s disapproving of him; 

2. The negative image that Dio Cassius offers is not in accordance 
with the 1mage which 1s articulated in Seneca's own writings; 

3. The favourable image that Tacitus for instance gives of Seneca 
is much more reliable because Tacitus, as a Roman, was more 
qualified to pass Judgement; 

4. Dio Cassius's judgment of matters Roman was so diseased that he 
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ventured to champion the causes of Julius Ceasar against Pompey, 
and of Antony against Cicero’ (Essays 818). 


The part devoted to Plutarch is four times as long, and has a far 
more complicated argumentative structure. Montaigne reproaches Jean 
Bodin, after first praising him according to the rhetorical rules of 
the ironical /aus (‘Jean Bodin est un bon autheur de nostre temps, et 
accompagné de beaucoup plus de jugement que la tourbe des escrivail- 
leurs de son siecle.’ [‘Jean Bodin is a good contemporary auhor, en- 
dowed with far better judgement than the mob of scribblers of his time’ 
(Essays 818)]), because he twice reproaches Plutarch unjustly: firstly, 
that the things that he writes are ‘incoyables et entierement fabuleuses” 
[incredible and entirely fabulous’ (Essays 818)]; secondly, that in his 
Parallel Lives he favours the Greeks above the Romans. Bodin’s first 
reproach of Plutarch is illustrated by Montaigne with two examples, 
literally translated, from his Methodus. Here follows the text of Bodin’s 
reproach, which is short enough to quote in full: 


[Plutarch] often tells fabulous and really incredible things, but he adds 
the words ‘they say that’ for fear of not being believed. For instance, 
he tells us on the subject of Lycurgus, that a Lacedemonian child bore 
until death the cruel ripping open, even the tearing out of his entrails 
in order to hide the theft of a fox. And that Agesilas was condemned 
to pay a fine by the Ephores, because he was the only one capable 
of bringing together the heart and the spirit of his fellow citizens. One 
should remark that, although he is reliable when comparing illustruous 
Greeks to other Grecks, or great Romans to other Romans, this is not 
the case when he compares Grecks to Romans. This can be seen clearly 
in his parallels between Demosthenes and Cicero, Cato and Aristides, 
Sylla and Lysander, Marcellus and Pelopidas. Indeed, what else is the 
comparison between Agesilas and Pompey but a comparison between a 
fly and an elephant?! 


Bodin's first example of Plutarch's unreliability concerns the anecdote 
about the Spartan boy who hides a stolen fox under his robe, and 


16 ‘saepe incredibilia & plane fabulosa narrat, sed utitur verbo qaot, ne quis temere 
assentiatur. ut in Lycurgo scribit puerum Lacedaemonium crudelissimam lacerationem 
& iliorum distractionem ad necem usque petulisse, ne vulpis furtum detegeretur. & 
Agesilaum ab Ephoris mulctatum, quod suorum civium animos & voluntates unus sibi 
conciliarat. illud tamen animadversione dignum est quod principis cum Graecis, & 
Romanos inter se bona fide comparavit: Graecos vero cum Romanis non item. idque 
facile intelligi potest in comparatione Demosthenis ac Ciceronis: Catonis & Aristidis: 
Syllae ac Lysandri: Marcelli ac Pelopidae. quid autem aliud est Agesileum Pompeio, 
quam muscam Elephanto conferre?’ (Bodin, Methodus, 132B). 
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whose intestines are ripped out by the creature, without the boy giving 
anything away. Bodin’s reproach that this anecdote is utterly unbeliev- 
able, is extensively refuted by Montaigne in a whole series of counter 
examples, first from Spartan history, then more in general from the 
distant and recent past, all of which ostensibly demonstrate that history 
has been witness to many similar instances of perseverence. Bodin’s sec- 
ond example (Plutarch’s statement that Agesilaus was banished by the 
Ephors because he was too popular with the people) is dealt with by 
Montaigne remarkably briefly in comparison with Bodin’s first exam- 
ple. Montaigne concludes the chapter by refuting Bodin’s second re- 
proach to Plutarch (his pro-Hellenistic composition of the synkrisis). 

In recapitulation, a schematic rendering of the basic argumentative 
structure of the chapter would read as follows: 


A. introduction 
B. defence of Seneca against 
a. an anonymous Protestant pamphlet 
b. Dio Cassius in four counter arguments 
C. defence of Plutarch against two reproaches by Bodin: 
a. his unreliability, illustrated by two examples from Bodin: 
1. the Spartan boy and his fox (long series of counter argu- 
ments) 
2. the banishment of Agesilaus by the Ephors 
b. his favouring of the Greeks above the Romans 


4. Praise or blame? 


Even though it is complicated, the argumentation is at first sight lucid 
and logical. A closer reading renders it less so. Let us start with the 
introduction (part A). Here, for every reader trained in humanist rhet- 
orics, a well-known exordium topos is recognizable: the humilitas affecta, 
the feigned modesty of the rhetorician, which is further padded out by 
the addition of hyperbole in the (c) version: ‘et à mon livre massonné 
purement de leurs despouilles’ (my italics). The formulation ‘m’oblige’ 
is revealing, for it deprives this chapter of its spontaneous character, 
a feature which is so typical of Montaigne’s writing. This artificiality, 
this lack of spontaneity, is also expressed in the self-exhortation which 
marks the transition to part C.b. (see table): ‘Voyons si nous le pour- 
rons garentir de ce reproche de prevarication et faucete’ (p. 704) [‘Let 
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us see whether we can save him from this accusation of falsehood and 
prevarication’ (Essays 822)]. We are thus dealing with a rhetorical exer- 
cise, which can be cast in rather a strange light if we care to recall 
Montaigne's ubiquitously expressed criticism of Ciceronian eloquence 
in favour of spontaneity and sincerity. 

From a contextual perspective the experienced Montaigne reader is 
also on his guard for other reasons: when Montaigne claims that he will 
defend something or someone, does he then really do this? The best 
known example of a case in which he announces this but does not do 
it, and even attacks the person he says he will defend, is Chapter 12 of 
Book II, entitled Apologie de Raimond Sebond." 

This last question can also be asked of the B part of the chapter: are 
we really dealing here with a genuine defence of Seneca? Part B.a. deals 
more with the pamphlet challenged than with Seneca. Montaigne's 
political position 1s not difficult to gauge here. The remark 'pretendue 
reformée’ is an indication of his Catholic standpoint; the remark ‘nos- 
tre pauvre feu Roy Charles’ is indicative of his royalist sympathies. Yet 
the nuancing is that the Cardinal of Lorraine will be allocated lengthy 
laus with regard to, amongst other things, his intelligence, his religious 
diligence and his loyalty to the King, but he is then floored in rather a 
subtle manner, according to the interpretation by David Lewis Schae- 
fer:15 


In sum, in saying that the Protestant pamphleteer did ‘great honor’ to 
Lorraine by comparing him with Seneca, Montaigne really meant that 
the Protestant hadn’t insulted the cardinal enough: despite his numerous 
defects, Seneca was still far superior! 


Montaigne’s position against the Cardinal is in keeping with his aver- 
sion to the ultra-right movement which the Cardinal and other mem- 
bers of the Guise clan stood for. In the meantime, however, there has 
been nothing substantial said about Seneca. 

This does happen in part B.b., in which Dio Cassius’s opinion of 
Seneca is criticized. The four arguments advanced by Montaigne are, 
however, far from convincing. The ‘inconstance’ which Dio Cassius 
is accused of when Montaigne voices his opinion of Seneca (argu- 
ment 1) is, on the contrary, cited elsewhere in the Essais as a positive 


17 Montaigne’s apology of Sebond’s Natural Theology turns out to be a critical reading 
of this book. 

18 David Lewis Schaefer, The Political Philosophy of Montaigne, Ithaca and London, 
1990, p. 266, n. 28. 
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point in relation to the admired Plutarch, who presents ‘mille [...] 
choses, diversement et contrairement” (III, 12, p. 1041) ['hundreds of 
[...] things, in two opposite and contrasting manners’ (Essays 1206)]. 
Moreover, it will strike every reader that Montaigne himself is also at 
times positive and then at others much more negative with regard to 
Seneca.” Argument 2 (the negative image of Seneca sketched by Dio 
Cassius 1s not in accordance with his writings) is immediately weakened 
by the preceding chapter II, 31, in which it is argued that someone's 
writings can conceal their true nature and aims: ‘(a) Le dire est autre 
chose que le faire: 1l faut considerer le presche à part, et le prescheur à 
part’ (p. 693) [‘(a) Saying is one thing: doing another; we must consider 
the preaching apart and the preacher apart’ (Essays 811)].?? Argument 3 
is without any basis because it implies that Plutarch would also be unre- 
liable when writing about the Romans.? Moreover, Montaigne indi- 
cates elsewhere in his Essais that even Tacitus is sometimes wrong in his 
historiographic writing about the Roman Empire.” Finally, argument 
4 is literally borrowed from Bodin, who writes: ‘videtur tamen ubique 
partes Caesaris adversum Pompeium; & Antonii adversus Ciceronem 
data opera tueri voluisse'.? Montaigne improperly conveys here his 
source. For, as it happens, Bodin gives a favourable and particularly 
nuanced judgement of Dio Cassius, as is apparent from the sentence 


19 Especially in Book III, 9, p. 939: ‘(b) je me desplais de l'inculcation, voire aux 
choses utiles, comme en Seneque, (c) et l'usage de son scole Stoique me desplait [...]' 
[‘(b) I hate persistent admonition even when it serves a purpose as in Seneca, (c) and 
I dislike the practice of the Stoic School of [...]’]. See also HI, 12, p. 1016-1017: ‘(b) A 
voir les efforts que Seneque se donne pour se preparer contre la mort, à le voir suer 
d'ahan pour se roidir et pour s'asseurer, et se desbatre si long temps en cette perche, 
j eusse esbranlé sa reputation, s’il ne leut en mourant très vaillamment maintenué’ [‘(b) 
To see the exertions that Seneca imposed upon himself in order to steel himself against 
death, to see him sweat and grunt in order to stiffen and reassures himself during his 
long struggles on his pedestal, would have shaken his reputation for me if he had not 
sustained it with such valour as he was dying' (1177)]. 

? Elsewhere Montaigne seems to doubt Seneca's sincerity: ‘Je croirois volontiers 
Seneca de l'experience qu'il en fit en pareille occasion, pourveu qu'il m'en voulut parler 
à coeur ouvert" (III, 9, p. 971)—which implies that Seneca does not always speak openly. 

21 This is another reproach Bodin makes to Plutarch: ‘interdum etiam in Romano- 
rum antiquitate labitur: quod in homine Graeco, qui se linguam Latinam non satis 
intellexisse in vita Demosthenis confitetur, mirum videri non debet [‘Sometimes he is 
also wrong about the history of the Romans, which is not astonishing in a Greek who 
declares in his Life of Demosthenes that he is not sufficiently fluent in the Latin language] 
(Bodin, Methodus, 132B). Significantly, this argument against Plutarch as well as the con- 
vincing examples that follow, are not commented upon by Montaigne. 

22 Cf. II, 8, pp. 920-922. 

23 Bodin, Methodus, 133B. 
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which immediately precedes the above quotation: *he was almost the 
only one to have reported that which Tacitus calls the secrets of the 
empire. For he was a diligent investigator of the public deliberations'?* 
Montaigne's tone is understandable though, for elsewhere he says that 
since childhood he had composed speeches defending Pompey against 
Caesar.” 

This tacit borrowing from Bodin stresses once again the underlying, 
associative structure which the directly visible, logical structure at once 
confirms, then again undermines. As an authority Bodin is not only 
present in part C, but also in part B and in the adjoining chapters, even 
though he is only once mentioned by name elsewhere. 

Just as the argumentation advanced by Montaigne in part B strikes 
one as very contrived and contorted, that in part C appears to be 
very convincing. Part C.a. is introduced by emphasizing the serious- 
ness of Bodin's accusations: if he had accused Plutarch of ignorance, 
or if Bodin had simply said that Plutarch had written things which 
were untrue, then Montaigne could agree with him. But if he accuses 
Plutarch of gullibility, ‘c’est accuser de faute de jugement le plus judi- 
cieux autheur du monde’ [‘is to accuse the most judicious author in the 
world of lack of judgement’ (Essays 818)]. 

Bodin’s criticism of the credibility of the anecdote about the Spar- 
tan boy and the fox (part C.a.1.), is introduced by Montaigne with 
the remark that the example was badly chosen. According to Mon- 
taigne, Bodin should have made a distinction between the capabili- 
ties of the human spirit and those of the human body. With regard to 
the incredibility of the second category, Bodin could have found good 
examples in Plutarch. The example of the Spartan boy was however 
more appropriate for the first category and, says Montaigne, here the 
bounds for human capabilities know no limitations. Plutarch's exam- 


24 °[...] ea, quae Tacitus imperii arcana vocat, pene solus evulgavit. fuit enim publici 
consilii diligens indagator’. 

25 See III, 9, p. 975: ‘Or j'ay attaqué cent querelles pour la deffence de Pompeius’ 
[So I have begun dozens of quarrels in defence of Pompey’ (Essays 1128)]. On the 
subject of Pompey Montaigne also criticises Tacitus: ‘(b) Je me plains un peu toutesfois 
dequoy il a jugé de Pompeius plus aigrement que ne porte l'advis des gens de bien qui 
ont vescu et traicté avec luy’ (III, 8, p. 920) [‘I do regret though that, [...] he judged 
[Pompey] more harshly than is suggested by the verdict of men who lived and dealt 
with him’ (Essays 1066)]. 

26 Bodin is mentioned in chapter II, 10, p. 398. For the Tacitus presence of Bodin in 
the Essais, see the “Table des auteurs cités’ in the monumental edition by E Strowski et 
al., Les Essais de Michel de Montaigne, 4 vols. Bordeaux, 1920, vol. 4, p. XVII. 
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ple is even not so exceptional when considered from the perspective 
of Spartan upbringing and culture. Furthermore, Montaigne does not 
accept Bodin’s interpretation of the expression Comme on dit which 
Plutarch uses to precede these and other anecdotes. He reads Bodin 
a philological lesson at this point: 


(a) [...] que ce mot: Comme on dit, il ne l'employe pas en ce lieu pour cet 
effect, il est aysé à voir par ce que luy mesme nous raconte ailleurs sur ce 
subject de la patience des enfans Lacedemoniens, des exemples advenuz 
de son temps plus mal-aisez à persuader (p. 107) 


[(a) And as for the phrase, ‘So they say’, he does not employ it in this 
context with that sense: that 1s easy to see, since he relates elsewhere 
other examples touching the powers of endurance of the boys of Sparta 
which happened in his own time and which are even harder to accept. 
(Essays 819)] 


The following pages of the chapter are devoted to examples from the 
present and the past which should demonstrate what the human spirit 
is capable of under physical torment. It is in this part of the chapter that 
Montaigne writes and appends according to the procedure of textual 
amplification (the so-called a/longeails), as he does elsewhere in his Essais. 
Here he also strays from his subject, in so far as his argumentation has 
less to do with a defence of Plutarch than with expressive examples 
of human cruelty and human perseverence. What 1s also typical of 
Montaigne 1s that all these examples are, to an increasing degree, taken 
from Montaigne's own times and own experience (‘Je scay quil s’est 
trouvé...’ [I know that there are...’]; "Ten ay veu un...’ [I myself saw 
one...’]; Jay cogneu cent et cent femmes...’ [T have known hundreds 
and hundreds of women...’]). It is not then surprising that the series is 
concluded with an extrapolation directed towards the personal I of the 
essayist: 


(a) et admire leur grandeur, et les eslancemens que je trouve très-beaux, 
je les embrasse; et si mes forces m'y vont, au moins mon jugement s'y 
applique très-volontiers (p. 703). 


[I admire the greatness of those souls; those ecstacies which I find most 
beautiful I clasp unto me; though my powers do not reach as far, at least 
my judgement is most willingly applied to them (Essays 822)] 


What is relevant here is in fact what Montaigne writes in his foreword 
to the Essais: ‘c’est moy que je peins [...] je suis moy-mesmes la matiere 
de mon livre’ (p. 9) [‘it is my own self that I am painting]. The apology 
of the ‘other’ imperceptibly overflows into self-reflection. 
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That the apologetic aspect becomes lost in the background is also 
apparent in the remarkably few lines that Montaigne actually uses in 
the argumentative part C.a.2. It is not until the last part (C.b.) that 
Montaigne explicitly resumes the defence of Plutarch. 

This brings us to the question which has already been suggested 
concerning the extent to which the defence of Seneca and Plutarch is 
paradoxical. We have already demonstrated that the defence of Seneca 
is in fact not a genuine one, but more a settling of scores with the 
right-wing Catholic Guise clan and with Dio Cassius’s historiographic 
opinions. Moreover, Seneca serves as a stepping-stone to Plutarch, 
according to the rhetorical procedure of the syncrists, whereby one 
praises A in order to praise B all the more.” 

Indeed, in his defence of Plutarch we can also ask ourselves whether 
something else can be read between the lines, such as a rejection of 
one or two points which are only minor ones in comparison with the 
whole of Bodin's argumentation in his Methodus. Ciould it perhaps be 
the case that Montaigne is more generally concerned with Bodin and 
his authorative historiographic opinions? 

Such an interpretation is possible, but difficult to substantiate. I think 
Montaigne would patently disagree with a number of points from the 
Methodus: this 1s the case, for example, with Bodin's latent Machiavel- 
lianism and his mathematically determined historiography, based on 
a convoluted numerology. In opposition to Bodin's objectively deter- 
minable and even predictable interval of time, Montaigne advocates 
his sceptical view of subjectively experienced time, without fixed points, 
where the past, present and future overflow into each other, and where 
the means for measurement (years, months, days and hours) are uncer- 
tain: 


(b) Quoy, ce que disent aucuns, que les cieux se compriment vers nous en 
vieillissant, et nous jettent en incertitude des heures mesme et des jours? 
et des moys, ce que dict Plutarque qu'encore de son temps l'astrologie 
n'avoit sceu borner le mouvement de la lune? Nous voylà bien accom- 
modez pour tenir registre des choses passées (IH, 11, p. 1003). 


[(b) And what if (as some say) the heavens as they grow old are contract- 
ing downwards towards us, thereby casting our very hours and days into 
confusion? And what of our months too, since Plutarch says that even in 
his period the science of the heavens had yet to fix the motions of the 


27 Ernst Robert Curtius, European Literature and the Latin Middle Ages, transl. William 
R. Trask, Princeton, 1973, pp. 162-166 (‘Outdoing’). 
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moon? À fine position we are in to keep chronicles of past events! (Essays 


1161)] 


The principal difference between the two authors lies in their explana- 
tions of the divergences between peoples. Bodin is a follower of the 
so-called climate theory originating in Hippocrates's doctrine of the 
humours, in which the divergences between peoples were explained by 
the differences in climate. From this point of view then, the differences 
are determined by nature. Montaigne, on the other hand, attributes the 
differences between people to the power of culture, thus to the adapt- 
ability of human beings.” Although Montaigne does not explicitly say 
this anywhere, an emphasis placed on his ideas with regard to this sub- 
ject would imply an implicit position against and rejection of Bodin's 
authoritative views. The latter, for that matter, comes much clearer to 
the fore at a later stage, namely with regard to the lively discussion 
about witchcraft (III, 11). In this, Montaigne seems to criticize Bodin's 
Demonomanie des sorciers (1580), which is an attack on Johan Wier's De 
praestigus Daemonum (1563). But neither Bodin nor Wier are referred to 
by name here.? 

Except for Montaigne's admiration of Plutarch and his fundamental 
difference in opinion with Bodin concerning historiography, another 
motive for writing Defence de Seneque et de Plutarque can be pointed out. 
It so happens that the anecdote cited by Bodin about the Spartan boy 
and his fox is discussed by Montaigne at an earlier stage, that is, in 
Chapter I, 14, entitled Que le goust des biens et des maux depend en bonne 
partie de l'opinion que nous en avons [That the taste of good and evil things 
depends in large part on the opinion we have of them]. Plutarch's 
anecdote is mentioned here in a series of examples which serve to 
demonstrate that the experience of pain is determined mentally. The 
first example is an empirical fact: ‘(a) Nous sentons plus un coup de 
rasoir du Chirurgien que dix coups d'espée en la chaleur du combat 
(p. 58) [‘(a) We feel the surgeon's scalpel ten times more than a cut 
from sword in the heat of a battle’ (Essays 61)] The fourth example, 
which, just like the other examples, 1s historical in nature, concerns our 
anecdote: 


28 On this subject, see Philippe Desan, Penser Phistoire à la Renaissance, Caen, 1993, 
pp. 136-142. 

29 For this discussion, see, e.g., Géralde Nakam, Les Essais de Montaigne, miroir et procès 
de leur temps. Témoignage historique et création littéraire, Paris, 1984, pp. 387-390. 
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(a) Un simple garçonnet de Lacedemone, ayant desrobé un renard (car 
ils craignoient encore plus la honte de leur sottise au larecin que nous ne 
craignons sa peine) et l’ayant mis sous cape, endura plutost qu’il luy eut 
rongé le ventre que de se découvrir. (p. 59) 


[(a) Why, a little Spartan boy had stolen a fox (Spartans were more 
afraid of being mocked for having botched a theft than we are of being 
punished for one): he stuffed it under his cloak and rather than betray 
himself let it gnaw into his belly. (Essays 62) 


This chapter was probably written in about 1571, before Montaigne 
had become acquainted with Bodin’s Methodus. It so happens that one 
of Montaigne’s principles when writing is that he never deletes or 
corrects, but only makes additions: ‘(b) J’adjouste, mais Je ne corrige 
pas’ (III, 9, p. 941) [‘(a) I make additions but not corrections’ (Essays 
1091)].? Montaigne’s defence of Plutarch against Bodin thus gives him 
an opportunity to return to his earlier chapter, and to render the 
argumentation more explicit and, in a disguised manner defend it 
against Bodin (or against an imagined reader who would confront 
Bodin’s interpretation of Plutarch with Montaigne’s). The complicated 
argumentation against Bodin’s interpretation of Plutarch and the long 
series of exempla which ostensibly support this, are in fact a clarification 
of his main subject, namely the power of the human spirit. In this, 
Montaigne does not hesitate to use, once again, another anecdote 
borrowed from Plutarch which he had already used in chapter I, 14, 
but this time more expansively: 


(a) Et ce que Plutarque aussi recite, avec cent autres tesmoins, que, au 
sacrifice, un charbon ardant s'estant coulé dans la manche d'un enfant 
Lacedemonien, ainsi qu'il encensoit, il se laissa brusler tout le bras 
jusques à ce que la senteur de la chair cuyte en vint aux assistans' (p. 701) 


[(a) Then there is the one which Plutarch relates with a hundred other 
witnesses; during the sacrifice a hot coal slipped up the sleeve of a 
Spartan boy while he was swinging the incense; he let the whole of his 
arm be burnt until the smell of cooked flesh reached the congregation. 
(Essays 819)]?! 


30 This statement is a mystification, as is evident from the great amount of deletions, 
corrections and corrections of corrections he worked into his text. 

31 Compare the earlier version: ‘(a) Et un autre donnant de l'encens à un sacrifice, 
le charbon luy estant tombé dans la manche, se laissa brusler jusques à l'os, pour ne 
troubler le mystère’ (I, 14, p. 59) [Another lad was carrying incense for the sacrifice 
when a live coal fell up his sleeve: he let it burn through to the bone so as not to disturb 
the ceremony’ (Essays 62)]. 
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5. Conclusion 


The above close reading of Montaigne’s Defence de Seneque et de Plutarque 
reveals a deceptive polysemy, which not only comes to the fore in this 
chapter about historiography, but is typical of Montaigne’s essay writing 
in general. This ambiguity is even, according to Montaigne himself, the 
most important feature of his writing: 


(c) Ny elles [= mes histoires], ny mes allegations ne servent pas tousjours 
simplement d’exemple, d’authorité ou d’ornement. Je ne les regarde pas 
seulement par l'usage que j'en tire. Elles portent souvent, hors de mon 
propos, la semence d’une matiere plus riche et plus hardie, et sonnent 
à gauche un ton plus delicat, et pour moy qui n’en veux exprimer 
d'avantage, et pour ceux qui rencontreront mon air. (I, 40, p. 245) 


[Neither they [7 my stories] nor my quotations serve always as mere 
examples, authorities or decorations: I do not only have regard for their 
usefulness to me: they often bear the seeds of a richer, bolder subject- 
matter; they often sound a more subtle note on the side, both for me, 
who do not wish to press more out of them, and also for those who get 
my gist. (Essays 282-283)] 


In Montaigne’s Defence de Seneque et de Plutarque this ‘matiere plus riche’ 
and ‘ton plus delicat! (which exceeds the apologetic character of the 
chapter) is particularly perceptible. 


CHAPTER NINE 


‘GOOD WIVES’. DISPOSITIO 
AND GENDER IN THE ESSAIS 


The chapter On three good wives (II, 35) presents another interesting 
example ofthe disconcerting polyvalence of Montaigne’s writing, As we 
saw in Montaigne’s chapter on Seneca and Plutarch, this polyvalence is 
related to a problematic textual dispositio. This is also the case here, as is 
obvious from the very opening of the chapter: whereas its title suggests 
a straightforward intention—the praise of three women —, the opening 
sentence undermines this first impression: 


(a) Il n’en! est pas à douzaines, comme chacun scait, et notamment aux 
devoirs de mariage; car c’est un marché plein de tant d’espineuses cir- 
constances, qu'il est malaisé que la volonté d'une femme s'y maintienne 
entiere long temps. (II, 35, p. 722) 

[As every man knows, they [i.e. good wives] are not counted in dozens, 
especially in performing their matrimonial obligations: for marriage is a 


business full of so many thorny conditions that a woman cannot keep her 
intentions in it for long, (Essays 842)] 


Montaigne continues: ‘Les hommes, quoy qu'ils y soyent avec une 
peu meilleure condition, y ont prou affaire’. [Even the men (who are 
there under slightly better terms) find it hard to do sol. Although the 
second sentence seems to restrain a bit, it does not succeed in cor- 
recting the male-chauvinist undertone of the first line. Indeed, every- 
thing on the subject of gender in the Essais is caution to prudence, 
as is well known to Montaigne scholars, who since the years 1970, 
have regularly highlighted the problematic even contradictory nature 
of Montaigne's attitude to women,? qualifying him as a 'feminist mi- 


! The grammatical antecedent of ‘en’ is included in the title itself of the chapter. For 
a comparable opening in medias res comparable, see the opening sentence of the chapter 
De la vanité: "H n’en est à l'avanture aucune plus expresse que d'en escrire si vainement’. 

? See, among others, Cecile Insdorf, Montaigne and Feminism, Chapel Hill, 1977; 
Robert Cottrell, Sexuality / Textuality: A Study of the Fabric of Montaigne's Essais, Columbus, 
1981; and the special issue of Montaigne Studies 8 (1996), entitled Woman's Place: Within and 
Without the Essais. Contrary to what is suggested by its title, the article of René Garguilo, 
entitled ‘Des ‘plus excellentes femmes! chez Montaigne’, in K. Christodoulou (ed.), 
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sogynist'.? Indeed, Montaigne repeats all the male-chauvinist common- 
places from Antiquity, Middle Ages and Renaissance about the physical 
and mental inferiority of the ‘weaker sex’. He writes sentences which 
at first sight seem to come directly from the pen of a misogynist: ‘La 
plus utile et honnorable science et occupation à une femme c'est la 
science de mesnage' (II, 9, p. 952) [The most useful science and the 
most honourable occupation for a wife is home-management’ (Essays 
1102)], and a few lines further: 


Je vois avec despit en plusieurs mesnages monsieur revenir maussade et 
tout marmiteux du tracas des affaires, environ midy, que madame est 
encore aprés à se coifler et atiffer en son cabinet. [...] Il est ridicule et 
injuste que l'oysiveté de nos femmes soit entretenue de notre sueur et 
travail. (III, 9, p. 952) 


[It irritates me to see in many a household my lord coming home about 
noon, all grimy and tetchy from business worries, while my lady is still in 
her dressing-room, dolling herself up and doing her hair. [...] It is unjust 
and absurd that our wives should be maintained in idleness by our sweat 
and toil. (Essays 1103)] 


These are sentences however, which could also be understood in a less 
chauvinist way. Especially the first quotation 1s often misunderstood, 
‘la science de mesnage’ signifying not ‘domestic economy’ or ‘house- 
keeping’ but ‘home-management’, which in the case of Montaigne’s 
wife means the administration of the whole castle and the landed 
property He even finds his ideal readers not among men but among 
women: Marie de Gournay in the first place, and Mlle Le Paulmier 
among the lesser known.? In his chapter On some lines of Virgil (LLL, 
5» where he is uncommonly openhearted about (his own) sexuality, 
he comes up to the following conclusion: “To bring to an end these 
infamous jottings which I have loosed in a diarrhoea of babble— 


Montaigne et Phistoire des Hellènes, 1592-1992 |...], Paris, 1994, pp. 260-268, is not about 
the chapter De trois bonnes femmes, but on the place of women in general in the Essais. 

3 Pierre Leschemelle, ‘Montaigne et les femmes’ in Jacques Lemaire (ed.), Montaigne 
et la revolution philosophique du XVIe siècle, Brussels, 1992, pp. 75-92. 

^ On the traditional theme of women's weakness, see Ian Maclean, The Renaissance 
Notion of Woman. A study in the fortunes of scholasticism and medical science in European intellectual 
life, Cambridge, 1980. 

5 See Raoul Baladié, ‘Une lettre de Montaigne retrouvée en milieu protestant au 
XVIIIe siècle’, Revue d'Histoire littéraire de la France 87 (1987), pp. 979-993, and Kees 
Meerhoff and Paul J. Smith, ‘La lettre à Mlle Le Paulmier retrouvée’, in Paul J. Smith 
and Karl A.E. Enenkel (eds.), Montaigne and the Low Countries (1580-1700), Leiden and 
Boston, 2007, pp. 305-326. 
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a violent and at times morbid diarrhoca—|...] I say that male and 
female are cast in the same mould: save for education and custom the 
difference between them is not great’ (III, 5, p. 1016). In this sentence 
not only the hypothized equality of sexes but also the disqualification of 
his own style is surprising from the viewpoint of gender, as we shall see. 
In order to have some grip on the structure of Montaigne's text, 1t 
is useful to resume its contents schematically, as we have done in our 
previous chapter. Here also we find a three parted basis structure: 


A. Introduction in medias res 
B. Three exempla: 
a. suicide of an anonymous couple. Source: Pliny the Younger 
b. suicide of Arria an Paetus. Source: Pliny the Younger 
c. suicide of Seneca and attempted suicide of Paulina. Source: 
Tacitus 
C. Conclusion in two parts: 
a. General consideration on the three anecdotes. 
b. Another anecdote on Seneca and Paulina. Source: Seneca 


Part A consists, at least in the first edition of the Essais, only of the 
two above quoted opening sentences. The three anecdotic exempla of 
part B all deal with a married couple, of which both man and woman 
commit (or try to commit) suicide. In the first two anecdotes it is the 
wife who takes the initiative. In the third anecdote it 1s the man who 
has the initiative and commits suicide, whereas the woman's attempted 
suicide fails. The first anecdote has been taken from the Epistles of Pliny 
the Younger. It is about a woman who advices her husband to kill 
himself because his ‘parties honteuses’ (‘his private parts”), according to 
Montaigne's expression, are seriously ulcerated. In order to encourage 
her husband, she attached herself to him with a rope, and they throw 
themselves together in the sea, where they are drowned. 

From the viewpoint of gender, this anecdote is particularly inter- 
esting: whereas the opening sentences suggest that man in general is 
stronger than woman, here the roles are inversed: it is the woman who 
shows courage normally assigned to a man. The man here 1s weak, and 
his inferiority 1s evidenced, so to speak by his disease, which is in fact a 
kind of desexualization. 

The second anecdote is also taken from Pliny, and again it is about a 
married couple, Arria and Paetus. Paetus 1s imprisoned by the emperor 
Claudius for political reasons. Arria says him to kill himself. When 
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she sees her husband hesitating, she stabs herself with a dagger in 
her breast, retires the weapon and handles it to her husband, and 
dying she utters ‘cette noble, genereuse et immortelle parole: Paete 
non dolet. Tien, Paetus, il ne m'a poinct faict mal’ [‘with these noble, 
great-souled, immortal words: Paete non dolet. [...] You see, Paetus: it 
doesn't bur "ln 

The third anecdote comes from the Annales by Tacitus. The case 
is well known. The emperor Nero commands his former preceptor 
Seneca to commit suicide. His wife Paulina wants to die with him. 
They open theirs veins. Seneca dies, but Paulina is saved at the last 
moment by Nero’s people, because the emperor fears that the death of 
such a noble and virtuous woman will damage his reputation. After the 
death of her husband, Paulina lives during some years in great virtue, 
as is reported by Montaigne on the authority of Tacitus. 

At first sight these anecdotes are unproblematic. However, there is 
something strange about the order of these three anecdotes and the 
motivation for it. Montaigne gives the following reason for the adopted 
order: 


(a) [La premiere anecdote] est de bas lieu; et parmy telle condition de 
gens il n'est pas si nouveau d'y voir quelque traict de rare bonté. [...] 
Les autres deux sont nobles et riches, où les exemples de vertu se logent 
rarement. (OC 724) 


[That woman [of the first anecdote] was from a lowly class; among 
people of that condition it is not at all new to find signs of rare goodness 
[...] The other two are rich and noble; examples of virtue rarely make 
their home among people like that. (Essays 844)] 


So, it is the rarity of the example which seems to motivate the order. 
But this does not count for the second and third anecdote. Indeed, why 
Montaigne finishes with the anecdote on Seneca and Paulina, which 
represents on the part of Paulina a failure? This 1s not because it 1s the 
best known couple of the three, but because it allows him to return to 
Seneca in the second half of his conclusion. This gives an unexpected 
turn to the chapter: the praise of the three women turns out to be the 
praise of a single, superior man. 


6 On this anecdote and its reception after Montaigne, see also Jeanine De Landt- 
sheer, ‘Juste Lipse (1547-1606), Pline le Jeune et Montaigne à propos d'Arria Paeta’, in 
Patrick Laurence and François Guillaumont (eds.), Epistulae Antiquae IV. Actes du IVe col- 
loque international ‘L’épistolaire antique et ses prolongements européens’, Louvain, 2006, pp. 341— 
353 and Alicia C. Montoya, Marie-Anne Barbier et la tragédie post-classique, Paris, 2007, 
pp. 281-332. 
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We are here in presence of a characteristic of Montaigne’s writing: 
in his Essais Montaigne often seems to forget the initial object of praise, 
turning it into an object of blame, or passing to the praise of another 
object, according to the rhetorical procedure of syncrisis: one praises A 
in order to underscore the superiority of B, as we saw in our previous 
chapter. 

The text does not offer a straightforward praise: to precise its nature, 
it is useful to take into consideration the literary tradition of woman's 
praise. In this tradition there are two main tendencies, which both 
go back to Antiquity: a serious and an ironic or paradoxical. One 
of the best known examples of serious woman's praise 1s Boccaccio's 
De mulieribus clarıbus [On famous women, ca. 1360], which offers a list 
of (often antifeminist) descriptions of women. The best known exam- 
ple in French literature is the Ballade des Dames du temps jadis |Ballad 
of the women of the past, 1462] by Francois Villon. In this ballad, 
famous by his refrain ‘Mais où sont les neiges d’antan?’ [But where 
is yesterday's snow?"], a chronological list is given of famous women, 
from the legendary Flora (la belle Romaine) until Joan of Arc (la belle 
Lorraine), who in 1431, the year of Villon's birth, was burnt at the 
stake. 

The second tendency of the genre is the paradoxical encomium, in 
which the author praises someone or something which is not worth 
of being praised or which praise is otherwise uncommon (para-doxa: 
against the conventional opinion) Some of the numerous examples 
of the Renaissance were certainly known to Montaigne, for instance 
Agrippa von Nettesheim's De nobilitate et preacellentia foeminer sexus [On 
the greatness and the excellence of the female sex, 1529] or Charles 
Estienne’s Que excellence de la femme est plus grande que celle d’un homme 
[That the excellence of the woman is greater than man's excellence], 
published in his Paradoxes (1553). The best-known example of paradox- 
ical encomium is of course Erasmus's Laus Stultitiae [Praise of Folly, 
1509], in which the personified Folly, a woman, pronounces a praise 
on herself, and does insist on her femininity. Agrippa's and Estienne’s 
humour and irony are not as outstanding as in Erasmus's Praise of Folly. 
One even hesitates to qualify their texts as comic. Their texts seem to 
be meant to impress the reader with their ingenuity and virtuosity by 
making plausible the improbable. It is the same with Montaigne's chap- 
ter and more generally his writing. Looking at the subjects announced 
by the titles of his chapters, one notices that some of them are very 
uncommon (coaches, cripples, cannibals, thumbs), whereas others are 
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very conventional (education, drunkenness, glory, vanity), but treated in 
a very uncommon way. 

Woman’s praise is always explicitly or implicitly linked to man’s 
praise. Boccaccio’s De mulieribus claribus 1s a reaction at Petrarch's De viris 
illustribus [On famous men’; ca. 1340]. And Villon’s ballade on famous 
women of the past is followed by another ballade on famous men 
(with the well-known refrain ‘Mais où est le preux Charlemagne?’ [‘But 
where is the great Charlemagne?’]). Also the title of Estienne’s text 
indicates that woman’s praise automatically implies man’s praise. This 
is also the case with Montaigne. The following chapter (II, 36) is indeed 
entitled Des plus excellens homes [On the most excellent men]. These most 
excellent men are three in number— which invites the reader to make 
a comparison with the three women of the previous chapter. But it is 
clear that these three women, of whom one even is anonymous, are 
completely overshadowed by the great names of the following chapter: 
Homer, Alexander the Great and Epaminondas. Therefore the chapter 
on men confirms the paradoxical nature of the preceding chapter on 
women. 

However, nothing is simple with Montaigne. Even this chapter on 
great men is contradictory on numerous points. That such dissimilar 
persons as Homer and Alexander the Great are put together is almost 
absurd. Moreover, these persons are not always praised by Montaigne. 
Homer indeed is said to be not better as his Roman imitator Virgil: his 
superiority is solely based on the argument that he was the first of the 
two. And the praise of Alexander is undermined by a subversive enu- 
meration, full of vitriolic understatements, of his weak points: ‘he was a 
bit of a boaster, a bit too impatient of hearing ill said of himself’ (II, 36, 
p. 854). Alexander even acquires the not unviable status of a war crim- 
inal: ‘his destruction of Thebes and the murders of Menander, of the 
doctor Ephestion, of so many Persian prisoners at one stroke, of a troop 
of Indian soldiers (not without impugning his pledged word), of the 
Cosseians, including their children, are ecstasies a little hard to excuse’ 
(IL, 36, p. 854). And last: the comparison between Alexander and the 
relatively unknown Epaminondas is that between an elephant and a 
fly. When Montaigne tries to prove Epaminondas's superiority over 
Alexander is this the nth example of paradoxical argumentation. Let 
us return to Montaigne's *bonnes femmes’. If their praise sounds diffi- 
dently, what is the underlying intention? What is here ‘the more subtle 
note on the side’ (I, 40, p. 281) Montaigne urges his readers to search 
for? The answer to these questions could be found in the additions of 


‘GOOD WIVES'. DISPOSITIO AND GENDER IN THE ESSAIS 197 


the following editions of the Essais. It appears that Montaigne has left 
intact the whole chapter, with the sole exception of its opening lines. 
In the edition of 1588 he adds the following reflection: ‘(b) La touche 
d'un bon mariage et sa vraye preuve regarde le temps que la société 
dure; si elle a esté constamment douce, loyalle et commode’ (722) [“The 
touchstone of a good marriage, the real test, concerns the time that 
the association lasts, and whether it has been constant—sweet, loyal 
and pleasant. (Essays 842)]. In saying this he probably thought about 
his own marriage, for the best or the worst of it.’ After this he contin- 
ues with something that seems to irritate him repeatedly (because after 
1588 he returns to this subject), namely the exaggerated and feigned 
complaints of women at their husband's death. Often they are just pre- 
tending: ‘(c) Elles preuvent plustót par là qu'elles ne les [= leurs maris] 
aiment que morts’ (722) [they prove that that they love their husbands 
only once they are dead’ (Essays 842)]. 
Montaigne continues: 


(b) Aussi ne regardez pas à ces yeux moites et à cette piteuse voix; 
regardez ce port, ce teinct et 'embonpoinct de ces joués soubs ces grands 
volles: c'est par-là qu'elle parle frangois. Il n'en est peu de qui la santé 
maille en amendant, qualité qui ne scait pas mentir. (722) 


[Moreover, take no notice of those moist eyes and that pitiful voice: but 
do note the way they carry themselves and the colour of those plump 
cheeks beneath their veils! That way they speak to us in the kind of 
French we can understand! There are few widows who do not go on 
improving in health: and health is a quality which cannot he. (Essays 


843] 


Thus, women are associated with deceit, dissimulation and show. These 
additions at the beginning of the chapter underscore its underlying 
paradoxical argumentation. The three women praised appear after- 
wards to be only positive exceptions confirming a negative rule. 

But this is not all. From the perspective of the sources used by 
Montaigne, there 1s something remarkable with regard to the order 
of the chapter's four anecdotes (including the one of Seneca in the 
chapter's conclusion). This order—Pliny (two times), Tacitus, Seneca— 


7 The chapter Sur des vers de Virgile (III, 5) informs us that his marriage with 
Françoise de La Chassaigne (1565) was arranged (probably by his father). Montaigne 
seems to have been content with his marriage, although the opinions of the Montaigne 
specialists diverge on this point. 
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corresponds with the hierarchic ranking of the styles those authors 
represent. From a stylistic point of view, Pliny occupies the lowest 
degree in Montaigne’s esteem: he and Cicero as a letter writer embody 
a prolix style which Montaigne has disqualified elsewhere as ‘du caquet 
et de la parlerie’ (I, 40, Consideration sur Ciceron, p. 243 [‘chatter and 
verbiage’ (Essays 279)]). Ihe Ciceronian style is inferior to the precise 
and concise style of Tacitus, although Tacitus often errs on the side of 
artificiality—this at the cost of content and clarity.: 


[Tacite] plaide tousjours par raisons solides et vigoreuses, d’une facon 
pointue et subtile, suyvant le style affecté du siècle: ils ament tant a 
s’enfler qu’ot ils ne trouvoyent de la pointe et subtilité aux choses, ils 
l'empruntoyent des paroles. (III, 8, p. 920) 


[[Tacitus] pleads his case with solid and vigorous reasons in an epigram- 
matic and exquisit style following the affected manner of his century 
(They were so fond of a high style that when they found no wit or sub- 
tlety in their subject-matter they resorted to witty subtle words) (Essays 
1066)] 


To Tacitism Montaigne prefers the style of Seneca: ‘[Tacite] ne retire 
pas mal à l'escrire de Seneque: il me semble plus charnu, Seneque plus 
aigu” (III, 8, p. 920) [‘[Tacitus] is not all that different from Seneca, but 
while he seems to have more flesh on him Seneca 1s more acute' (Essays 
1066). Seneca's style approaches Montaigne's own stylistic ideal, which 
he formulates as follows: 


(a) Le parler que j'ayme, c'est un parler simple et naif, tel sur le papier 
qu'à la bouche; un parler succulent et nerveux, court et serré, (c) non tant 
delicat et peigné comme vehement et brusque [...] (a) plustost difficile 
qu'ennuieux, esloingé d'affectation, desreglé et hardy; chaque lopin y 
face son corps; non pedantesque, non fratesque, non pleideresque, mais 
plustost soldatesque (I, 26, De l'institution des enfans, p. 171). 


[I like the kind of speech [le parler que j’ayme’] which is simple and 
natural, the same on paper as on the lip; speech which is rich in matter, 
sinewy, brief and short; (c) not much titivated and refined as forceful and 
brusque [...] (a) gnomic rather than diffuse, far from affectation, uneven, 
disjointed and bold—et each bit form a unity—not schoolmasterly, not 
monkish, not legalistic, but soldierly. (Essays 193)] 


The metaphors used (sinewy, forceful, bold, soldierly) make clear that 
in the vision of Montaigne and his contemporaries the different styles 
were qualified in terms of masculine and feminine (or better: effemi- 
nate). Therefore, in this chapter on ‘good women’, Montaigne makes 
style and content coincide: the female courage of the first anecdotes 
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debouches into the superior male courage of Seneca, which is expressed 
in the respective styles: from the stylistic effeminacy of Pliny via the 
affective style of Tacitus to the male briefness of Seneca. And in the 
previous chapter we have seen that even the Senequien style is sur- 
passed by another style, the one of Plutarch. It is plausible to divide 
the above mentioned stylistic ideas into two basic opposite categories, 
represented by Cicero and Seneca. These categories coincide with two 
contrasting esthetics, which Montaigne sees represented everywhere, 
for instance in the two opposite goddesses Pallas and Venus and the 
virtues they symbolize, Reason and Love, and the antagonist characters 
of Ariosto’s Orlando furioso, Bradamante and Angelica: 

[Bradamante] d’une beauté naive, active, genereuse, non hommasse 

mais virile, au prix d'une beauté molle, affettée, delicate, artificielle; Pune 


travestie en garcon, coiffée d'un morrion luysant, l'autre vestue en garce, 
coiffée d'un attiffet emperle (I, 26, De l'institution des enfans, p. 161) 


[one with her natural beauty, active, noble, virile though not mannish, 
contrasting with the other's beauty, soft, dainty, delicate and all artifice; 
the one disguised as a youth with a shining helmet on her head, the other 
robed as a maiden with pearls in her hairdress. (Essays 181)] 


Angelica's ‘feminine’ characterisations are also found in Montaigne's 
judgment of poetry, which is the literary genre most proper for women, 
because it resembles them: ‘(b) la poésie est un amusement propre à 
leur besoin; c'est un art follastre et subtil, desguisé, parlier, tout en 
plaisir, tout en montre, comme elles’ (III, 3, De trots commerces, p. 801) 
[poetry is a pastime rightly suited to their needs: it is a frivolous, 
subtle art, all disguise and chatter and pleasure and show, like they 
are’ (Essays 927)]. All these metapoetic reflexions fit perfectly well in 
a series of fundamental bipolar oppositions, which are omnipresent 
in Montaigne's œuvre: male-female, reality-appearance, thing-word, 
deeds-words, dialectic-rhetoric, atticism-asianism, medicine-cosmetic, 
and so forth. 

Besides poetry, Montaigne mentions two other genres particularly 
suited to women, history (‘Elles tireront aussi diverses commoditéz de 
Phistoire’ (101) [They will also draw a variety of benefits from history’ 
(Essays 927)]) and moral philosophy (‘En la philosophie, de la part qui 
sert à la vie’ (101) ['the part which helps us to live well’ (Essays 927)])— 
‘Much the same reading as Montaigne likes himself”, as is rightly com- 
mented upon by the English translator Michael Screech. The paradox 
indeed is that Montaigne advocates the one (‘virile’) but slips into the 
other, characterized by ‘female’ defaults: playfulness, ostentation, affec- 
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tation, and garrulousness. And even the chatter and the 'diarrhoea of 
babble’ by which he qualifies his own style are feminine defaults, inher- 
ent to women and elderly people, as he says elsewhere. 

The paradoxical nature of his writing is particularly true for the 
above quoted passage on Montaigne’s ideal style (‘le parler que 
jayme?. As has been discovered long time ago by Hugo Friedrich, 
this passage has been inspired probably by a judgment by Erasmus 
on the style of the Ciceronians: ‘[...] malim aliquod dicendi genus solidius, 
adstrichus, nervosius, minus comptum magisque masculum. In comparing the 
two texts Friedrich rightly noted the same vocabulary: *solidius = solide; 
adstrichus = court et serré; minus comptum = desreglé, non peigné; magisque mas- 
culum = soldatesque’® However Friedrich’s observation ‘Mais Montaigne 
est encore plus résolu, ce qui se voit quand on le compare à la suite 
du texte d'Erasme' [But Montaigne is much more resolute, as is visible 
when one compares his text to Erasmus's text] merits some nuance. 
Montaigne indeed insists more on stylistic brevitas, but in doing so he is 
much less brief than Erasmus was. Here, as in other parts of his Essais, 
there is a gap between Montaigne’s writing practice and the stylistic 
ideal he dreamed of. The numerous times he returns to the subject 
proves that he is quite aware of this gap. It approaches him to the con- 
temporary literary mannerism of for instance Remy Belleau and Blaise 
de Vigenere. They all share what has been called a ‘bad conscience? 
toward an ideal of classicist estheticism (concision, clarity, harmony), 
which they are unable to achieve.? 

This paradox is also of importance in the first part of the conclusion 
(part Cr) of Montaigne's chapter on good wives. The problematic 
gender-aspects we already discussed in this chapter appear to apply 
not only to the subject-matter or the style, but also to the literary genre 
used. Commenting upon his three anecdotes, Montaigne argues: The 
preferred genre—history with pleasure and moral profit—is, as we saw, 
a genre suited for women. This genre is surprisingly connected to that 
other feminine genre far excellence: poetry: 


(a) Voylà mes trois contes trés-veritables, que je trouve aussi plaisans et 
tragiques que ceux que nous forgeons à notre poste pour donner plaisir 
au commun; et m'estonne que ceux qui s'adonnent à cela, ne s'avisent 
de choisir plutost dix mille trés-belles histoires qui se rencontrent dans 


3 Hugo Friedrich, Montaigne, transl. Robert Rovini, Paris, 1968, p. 421, n. 323. 
9 See my article *Remy Belleau et la peinture: aspects du métadiscours poétique de 
la Pleiade’, Word & Image 4 (1988), pp. 331-337. 
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les livres, op ils auroient moins de peine et apporteroient plus de plaisir 
et profit. Et qui en voudroit bastir un corps entier et s’entrenant, il ne 
faudroit qu’il fournit du sien que la liaison, comme la soudure d’un autre 
metal; et pourroit entasser par ce moyen force veritables evenemens de 
toutes sortes, selon que la beauté de l’ouvrage le requerroit, à peu près 
comme Ovide a cousu et r’apiecé sa Metamorphose, de ce grand nombre 
de fables diverses. (728) 


[There you have my three very true tales, which I find as pleasing in 
their tragedy as those fictions which we forge at will to give pleasure to 
the many. I am amazed that those who engage in that activity do not 
decide to choose some of the ten thousand beautiful historical accounts 
to be found in our books. In that they would have less toil and would 
afford more pleasure and profit. If any author should whish to construct 
them into a single interconnected unity he would only need to supply 
the lmks—like soldering metals together with another metal. He could 
by such means make a compilation of many true incidents of every sort, 
varying his arrangement as the beauty of his work required, more or less 
as Ovid in his Metamorphoses made a patchwork of a great number of 
varied fables. (Essays 848)] 


And in another version of this text we meet again Ariosto’s Orlando 
added as a second example to the one of Ovid.!° 

This brief reference to Ovid highlights the importance Montaigne 
attaches to dispositio. A well-done dispositio of heteroclite elements, found 
elsewhere, suffices to endow the whole of the work with agreeability 
and pleasance, even with beauty and originality. This is a commonplace 
in sixteenth-century poetics. In his Art poétique (1555), Jacques Peletier 
expresses the same idea, with a comparable refence to Ovid: 


Maintenant, pour montrer combien la Disposition donne de lustre a 
un Poéme: prenons garde a la grande industrie dont a usé Ovide en 
sa Métamorphose (car ses autres Œuvres ne sont pas dignes de haute 
louange) quand lui voyant que la matiére et la principale invention 
n’etaient point siennes: il a inventé la maniére de lier tant de diverses 
Fables ensemble, et de donner à toutes leur place si propre, qu’il semble 


10 His positive opinion on Ovid and Ariosto is gradually changing during the years: 
‘(a) Je diray encore cecy, ou hardiment ou temerairement, que cette vieille ame poisante 
ne se laisse plus chatouiller non seulement à l’Arioste, mais encore au bon Ovide, sa 
facilité et ses inventions, qui m’ont ravy autresfois, à peine m’entretiennent elles à cette 
heure’ (II, ro, Des Livres, p. 389) [I will also add, boldly or rashly, that this aged heavy 
soul of mine can no longer be tickled by good old Ovid (let alone Ariosto): his flowing 
style and his invention, which once enraptured me, now hardly have the power of 
holding my attention’ (Essays 460)]. 
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que ce soit une disposition perpétuelle. Voilà comment par une dispo- 
sition bien dressée, la chose qui était entre les mains du commun, il Pa 
faite sienne propre.!! 


The difference between Peletier’s and Montaigne’s formulations lies in 
Montaigne’s use of a ‘gendered’ vocabulary: the term ‘patchwork’ and 
the expressions ‘cousu et r’apiece’ are female occupations. Structur- 
ing the text— text’ being etymologically apparent to ‘texture’, ‘textile’, 
‘needlework’—1is indeed presented as a female occupation. Thus in this 
chapter on women the question of gender plays a disturbing role on all 
basic levels of writing: not only with regard to its subject-matter (inventio) 
and style (elocutio) but also to its dispositio. 


11 Francis Goyet (ed.), Traités de poétique et de rhétorique de la Renaissance, Paris, 1990, 
P 258: Goyet, p. 328, n. 41, quotes Barthélemy Aneau for a comparable reference to 
vid. 


CHAPTER TEN 


ERRATIC STRUCTURES IN DE LA VANITE 


1. Montaigne and Lipsius 


The chapter De la vanité (Essais III, 9) has been rightly considered as 
‘one of the most striking examples of this disorder by which Montaigne 
loves to astonish and to mislead his reader "7 This disorder is not only 
due to a deliberate lack of dispositio, but also to an overwhelming inventio: 
the great number of subjects brought up but hardly touched upon pre- 
vents the reader to get hold on this chapter. Among its many subjects 
one of the most important is the theme of travelling, which is tread in 
a great variety of ways: general considerations alternate with personal 
reflections on the subject of the utility and the pleasures of travelling, 
and on its vanity as well. Emblematic for the vanity of travelling is 
the Bull of Roman Citizenship Montaigne received during his stay at 
Rome, and which is ın extenso quoted in Latin without any translation 
at the end of the chapter. According to Mary McKinley’s interpreta- 
tion, Montaigne plays on the ambiguity ofthe French word bulle, which 
means both ‘officially sealed document’ and ‘soap bubble’, a traditional 
iconographical symbol of human vanity? Moreover the theme of trav- 
elling is used as a metaphor signifying customarily man's life (‘le voyage 
de ma vie’, p. 955 [my life’s journey’ (Essays 1106)]) or, less customar- 
ily, the act of writing, as is announced, not without insistence, by the 
third sentence of the chapter: ‘Qui ne voit que j'ay pris une route par 
laquelle, sans cesse et sans travail, J'iray autant qu'il y aura d'ancre et 
de papier au monde?’ (p. 922) [Anyone can see that I have set on a 
road along which I shall travel without toil and without ceasing as long 
as the world has ink and paper’ (Essays 1070)].* 


! Montaigne, Les Essais, eds. P. Villey, V.-L. Saulnier, Paris, 1978 (3e éd.), p. 944. 

2 Mary B. McKinley, Les terrains vagues des Essais: Itinéraires et intertextes, Paris, 1996, 
pp. 105-126. 

3 Edition of reference: Montaigne, Œuvres complètes, ed. Albert Thibaudet and Mau- 
rice Rat, Paris (Bibliothéque de la Pléiade), 1962. 

* See also: ‘il faut que j'aille de la plume comme des pieds” (p. 991). 
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Since Pierre Villey? one has frequently interpreted the chapter’s 
theme of travelling as an answer to Justus Lipsius’s famous dialogue 
De constantia [On Constancy'], published in 1584. Recently, this inter- 
pretation has been picked up and elaborated upon by Michel Magnien* 
and by Jean Céard and his editorial equip in the notes of their new 
edition of the Essais of 1595.’ These recent interpretations will form the 
starting-point for the following reflections, which first will lead us to the 
theme of travelling, and secondly to the chapter's deliberately incoher- 
ent structure. 

Let us start with Lipsius's text. His De constantia 1s a dialogue (prob- 
ably imaginary) between the young Lipsius (23 years old) and the aged 
Carolus Langius, canon at Louvain, who died in 1573. The dialogue 
took place in June 1571, and contains two parts: the first one 1s enacted 
inside Langius's house, the second in his garden. The beginning of the 
first part presents Lipsius on the verge of leaving his native country, 
fleeing from its political and religious troubles. Langius decides him 
not to leave, by using an argumentation, reminiscent of stoicism, which 
preludes to the rest of the dialogue, which 1s in fact a defence of stoic 
constancy. 

Before studying any further the theme of travel in De constantia and 
in De la vanıle, it is necessary to remind the reciprocal esteem in which 
Lipsius and Montaigne held each other. Lipsius's esteem for Montaigne 
became more and more explicit in his correspondence. In a letter to 
Theodore van Leeuwen (2 April 1583), Lipsius mentions Montaigne 
for the first time, naming him the ‘wise Frenchman’ (de sapiente Gallo). 
In another letter to Van Leeuwen (25 May 1583), he calls him ‘that 
great French Thales’ (de Thalete illo Gallico). In a marginal note to this 
letter, published in 1586 in his Epistolarum selectarum Centuria prima, he 
explains: “Therefore I called the French book by Michel de Montaigne, 
entitled Tastes (Gustuum): an honest and wise book, very much to my 
taste (gustum)’.® Probably Montaigne has read this collection of letters, 


5 See Villey, Saulnier (eds.), p. 945. 

6 Michel Magnien, ‘Aut sapiens, aut peregrinator: Montaigne vs. Lipse’, in Marc Lau- 
reys (ed.), The world of Justus Lipsius: A contribution towards his intellectual biography, Brussels, 
etc., 1998, pp. 209-232. See also his ‘Montaigne et Juste Lipse: une double méprise?’, 
in Ch. Mouchel (ed.), Juste Lipse (15471606) en son temps, Paris, 1996, pp. 423-452. 

7 Montaigne, Les Essais, ed. Jean Céard e.a., Paris (La Pochothéque), 2001, pp. 1476 
s.q. 
8 According to Jean Jehasse, Lipsius, in composing this collection and writing its 
Forword, he was inspired by the readings of Montaigne (La renaissance de la critique, Saint- 
Etienne, 1976, pp. 271-272). 
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because Lipsius referred to it in a letter to Montaigne (15 April 1588): 
‘No flattery between us. I hold you in the same esteem as I have 
written publicly in one single word. I would place you among the seven 
wise men, unless there exists something wiser than these seven’ (Non 
blandiamur inter nos. Ego te talem censeo, qualem publice descripsi uno verbo. Inter 
septem ilos te referam, aut si quid sapientius illis septem). And in his letter to 
Montaigne of goth August 1588, Lipsius wrote: ‘I have found no man 
in Europe who fits intellectually better with me in those matters.’ 

Lipsius's admiration for Montaigne 1s also visible by the numerous 
borrowings he made from the 1580 edition of the Essais. In fact there 1s 
good reason to believe that the change he says to have undergone from 
philology to philosophy, change of which De constantia is the proof,!° 
was inspired by Montaigne. Michel Magnien read in certain sentences 
of the Prologue to De constantia, an implicit homage (‘un hommage 
implicite”) to Montaigne, and to the astonishing nouveauté of the Essais." 

Curiously Montaigne's esteem for Lipsius appears to be much less 
unconditional. Michel Magnien” rightly observes: ‘Contrary to Lipsius, 
Montaigne has never praised the wisdom of his correspondent; he 
only does mention his learning, and for the author of the chapter Du 
pédantisme [On pedantry] the distance between the wise and the learned 
is great’. 

On the same subject of wisdom, Montaigne wrote in his chapter Du 
pédantisme (I, 25): 


9 All quotations from Lipsius on the subject of Montaigne are taken from Olivier 
Millet, La premiere réception des Essais de Montaigne (1580-1640), Paris, 1995. 

10 “I was the first, or the only one, of my time to turn my scholarship to Wisdom; 
out of Philology I made Philosophy. See my Constancy, it will say this; see my Politics, 
they will say the same; and each of these works will last perhaps as long as Latin 
literature itself”, Epistolarum Selectarum Centuriae Miscellanae, t. IV, 84, 3th November 
1603, quoted, translated and commented upon by Mark Morford, Stoics and Neostoics. 
Rubens and the circle of Lipsius, Princeton, 1991, p. 137. One notes the difference with 
Montaigne, who in his De la vanité writes: ‘J’ecris mon livre à peu d'hommes et à 
peu d'années. Si g'eust esté une matiere de durée, il l'eust fallu commettre à un 
langage plus ferme. Selon la variation continuelle qui a suivy le nostre jusques à 
cette heure, qui peut esperer que sa forme presente soit en usage, d'icy à cinquante 
ans?’ (pp. 960-961) [My book I write for a few men and for a few years. If it had 
been on a lasting subject I would have entrusted it to a more durable language. 
Judging from the constant changes undergone by our own tongue up to the present, 
who can hope that its contempory form will current fifty years from now?' (Essays 
1111)]. 

!! Magnien, ‘Aut sapiens, aut peregrinator , 0.c., p. 221. 

1? Magnien, ‘Aut sapiens, aut peregrinator , 0.c., p. 211. 
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Nous nous enquerons volontiers: ‘Sçait-il du Grec ou du Latin? escrit- 
il en vers ou en prose?’ Mais s’il est devenu ou plus advisé, c’estoit le 
principal, et c'est ce qui demeure derriere. Il falloit s’enquerir qui est 
mieux sçavant, non qui est plus sçavant. [...] Mais, qui pis est, leurs 
escholiers et leurs petits ne s’en [= la science] nourrissent et alimentent 
non plus; ains elle passe de main en main, pour cette seule fin d’en faire 
parade, d’en entretenir autruy, et d’en faire des contes, comme une vaine 
monnoye inutile à tout autre usage et emploite qu’à compter et jetter 
(p. 135-136). 

[We readily inquire, Does he know Greek or Latin?’ ‘Can he write 
poetry and prose?’ But what matters most is what we put last: “Has he 
become better and wiser? We ought to find out not who understands 
most but who understands best. [...] But what 1s worse, their pupils and 
their little charges are not nourished and fed by what they learn: the 
learning 1s passed from hand to hand with only one end in view: to show 
it off, to put into our accounts to entertain others with it, as though it 
were merely counters, useful for totting uyp and producing statements, 
but having no other use or currency. (Essays 154)] 


In his De constantia, Lipsius seems to have been inspired by this passage. 
Not without pedantry he precises the source from which Montaigne 
had taken the money-image: 


Pulchra haec laudatio, O virum doctum! sed illa melior, O virum sapientem! et 
ista optima, O virum bonum! Has sectemus: et per tot labores non Scire tantum 
velimus, sed Sapere et Facere [...] Linguas discunt? sed linguas tantum. Graecos 
Latinosque scriptores intellegunt? sed intellegunt tantum. Et quod Anacharsis scite olim 
de Atheniensibus dixit, Nummis eos uti dumtaxat ad numerandum: sic isti scientia, ad 
sciendum. Vitae factorumque adeo nulla cura est (p. 87-88). 


[C’est une belle louange, O le docte homme! meilleure, O le sage 
homme. tresbonne, O Phomme de bien. Suivons donc celles cy, et par 
tant de labeurs ne veuillons seullement sauoir, mais estre sage, et faire. 
Ils aprennent les langues; mais les langues seullement. Iz entendent les 
autres Grecs et Latins; mais ilz les entendent seullement. Et comme dit 
tresbien Anacharsis des Atheniens, qu’ils usoient seullement des deniers 
pour conter; pareillement ceux ci de la science, pour sauoir. Ilz ont [...] 
peu soing de la vie et des actions. (p. 109-110)].# 


[This is a nice praise: oh this learned man! Better is: oh this wise man! 
Very good is: Oh this good man! Let us follow these [examples], and 


15 Our quotations are from the first edition: Justi Lipsi De Constantia libri duo [...], 
Leiden (Plantin), 1584. 

14 The French translation I quote here is the first French translation of De constantia: 
Deux Livres de la Constance de Juste Lipsius, Mis en François par de Nuysement, Leiden (Plantin), 
1584. 
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let us do our utmost best not to whish to be learned, but also to be 
wise, and behave like that. People do they learn languages? Yes, but only 
languages. Do they understand Greek and Latin authors? Yes, but they 
only understand. And as once was said by Anacharsis on the subject 
of the Athenians, they only use their deniers for counting. Just alike are 
those who use learning for being learned. Their way of life and their 
actions do not bother them (Essays 154)]. 


After having read this passage in De constantia, Montaigne added after 
1588: 


Criez d'un passant à nostre peuple: ‘O le scavant homme!’ Et d'un autre: 
*O le bon homme!’ Il ne faudrait pas de tourner les yeux et le respect 
vers le premier. Il y faudroit un tiers crieur: ‘O les lourdes testes!’ 


[When someone passes by, try exclaiming, ‘Oh what a learned man!’ 
Then, when another does, ‘Oh what a good man!’ Our people will not 
fail to turn their gaze respectfully towards the first. There ought to be a 
third man crying, ‘Oh, what blockheads!’ (Essays 153)] 


2. De la vanité and De constantia 


It is in this intertextual perspective of reactions and contra-reactions 
that the theme of travelling must be interpreted. Formally spoken, De la 
vanité and De constantia resemble each other, for they are both dialogical: 
in De la vanıte, Montaigne enacts one or more hypothetical questioners 
who closely resemble Langius and who confront the author with a 
number of questions and objections on the subject of travelling. Those 
questions act as a sounding-board for the argumentation of the chapter 
as a whole. This is for instance the case with the following passage: 


(b) Je respons ordinairement à ceux qui me demandent raison de mes 
voyages: que je scay bien ce que je fuis, mais non pas ce que je cerche. 
Si on me dict que parmy les estrangers il y peut avoir aussi peu de 
santé, et que leurs meurs ne valent pas mieux que les nostres, je respons: 
premierement, qu'il est mal-aysé, Tam multae scelerum facies! Secondement, 
que c'est tousjours gain de changer un mauvais estat à un estat incertain, 
et que les maulx d'autruy ne nous doivent pas poindre comme les 


nostres. (p. 949-950) 


[When people ask why I go on my travels I usually reply that I know 
what I am escaping from but not what I am looking for. If they tell me 
that there may be just as little soundness among foreigners and that their 
morals may be no better than ours, I reply: first, that that would not 
be easy: Tam multae scelerum facies. [Our wickedness has assumed so many 
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faces.] Secondly, that there is always gain in changing a bad condition 
for an uncertain one, and that the ills of others do not need to sting us as 
our own do. (Essays 1100)] 


Indeed, several of Montaigne’s observations seem to be direct or indi- 
rect responses to Lipsius’s De constantia. When he says that ‘c’est la dis- 
convenance aux meurs presentes de nostre estat’ (p. 933) [‘my incom- 
patibility with our present political morality! (Essays 1082)] which drives 
him to travel, he seemingly contradicts Langius, who urged young 
Lipsius not to flee the troubles of his country. According to Langius 
(and Seneca through him) travelling in order to heal a sick mind 1s use- 
less, because the Journey only gives a light and brief cure, and at the 
long term, it even 1s harmful to the spiritual health. Montaigne, on the 
contrary, underlines the therapeutic effect of the Journey, both for the 
mind and the body. Langius advices: stay where you are and exercise 
your constancy. Montaigne, on the contrary, affirms that he 1s not born 
for stoic endurance: 


Quand à moy, jay cette autre pire coustume, que si jay un escarpin 
de travers, je laisse encores de travers et ma chemise et ma cappe: je 
desdaigne de m'amender à demy. Quand je suis en mauvais estat, je 
m'acharne au mal; je m'abandonne par desespoir et me laisse aller vers 
la cheute (c) et jette, comme on dict, le manche aprés la coignée; (b) je 
m'obstine à l'empirement et ne m'estime plus digne de mon soing: ou 
tout bien, ou tout mal. (p. 924) 


[I have a worse habit myself: if one of my shoes is askew than I let my 
shirt and my cloak lie askew as well: I am too proud to amend my ways 
by halves. When my condition is bad I cling violently to my illness: I 
abandon myself to despair and let myself go towards catastrophe, casting 
as they say the haft after the axe-head; stubbornly, I want to get worse 
and think myself no longer worth curing. Either totally well or totally ill. 
(Essays 1072)] 


Numerous indeed are the ironies the chapter De la vanité accumulates 
against stoicism: 


‘(c) Je ne suis pas philosophe” (p. 927); *Ce n'est pas un mespris philo- 
sophique des choses transitoires; je n’ay pas le goust si espuré [...]’ 
(p. 931); ‘je me desplais de Pinculeation, voire aux choses utiles, comme 


15 The following quotation from Montaigne ‘Je me consolerois ayséement de cette 
corruption pour le regard de l’interest public, [...] mais pour le mien non’, is another 
reaction, affirmative this time, to Langius who affirms that the sorrow felt by the 
individual seeing the troubles of his country, is in fact caused by the dangerous situation 
in which he fears to fall as an individual. 
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en Seneque, (c) et l'usage de son escole Stoique me desplait, de redire sur 
chasque matiere tout au long et au large les principes et presuppositions 
qui servent en general [...]’ (p. 939); ‘Je ne suis point arrivé à cette 
vigueur desdaigneuse qui se fortifie en soy-mesme, que rien n’ayde, ny 
ne trouble; je suis d’un point plus bas’ (p. 956). 


[I am no philosopher’ (Essays 1076); “This is no philosophical contempt 
for the transitory things of this world: my taste has not been so purified 
as that’ (Essays 1079); ‘I hate persistent admonition even when it serves 
a purpose as in Seneca, and I dislike the practice of the Stoic School of 
repeating copiously and at length, for each individual subject, the princi- 
pals and postulates which apply over all, ever citing afresh their general 
arguments and universal reasons’ (Essays 1089); ‘I have not attained to 
that vigorous contempt which fortifies itself and which nothing can help, 
nothing disturb, I am one peg below that.’ (Essays 1107)] 


Those observations can be interpreted as implicit reactions against 
Lipsius who, in his writings, has unjustly ranged the author of the Essais 
in the camp of the neo-stoics. Not without irony, Montaigne sums up 
several philosophers of the stoic school who have travelled just for the 
fun of it: 


Jay veu [...] assez de lieux esloignez, où j’eusse desire qu'on m’eust 
arresté. Pourquoy non, si Chrysippus, Cleanthes, Diogenes, Zenon, Anti- 
pater, tant d'hommes sages de la secte plus refroignée, abandonnerent 
bien leur pays, sans aucune occasion de s'en plaindre, et seulement pour 
la jouissance d'un autre air? (p. 955).!° 


[I have seen enough far-off places where I would have liked to have been 
retained. And why ever not, when so many wise men of the most glower- 
ing sect —Chrysippus, Cleanthes, Diogenes, Zeno and Antipater—aban- 
donned their homeland, having no cause to complain of it but merely to 
enjoy a different clime. (Essays 1106)] 


Langius disserts for a long time on the subject of patriotism, which 
he claims to be universal to everybody. Montaigne, on the contrary, 
affirms to hate France (which contradicts the so-called universality of 
patriotism), and to prefer Rome above Paris (p. 975). 

On the subject of patriotism, Lipsius quotes Socrates: Egregie olim 
Socrates interroganti, ‘cuiatem se ferret? ‘Mundanum’, respondit (I, 9) [‘Padis 
Socrate interrogué de quel pais il se disoit, respondist qu'il estoit du 
monde’, transl. 1584, p. 35] [When Socrates was asked from what 


16 Montaigne seems to remember here some anti-stoic texts by Plutarch (cf. Essais, 
ed. Céard, p. 1525, n. 9-10). 
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country he was, he answered that he was from the world’]. Montaigne 
perverts maliciously this well-known quotation: 


Non parce que Socrates l’a dict, mais parce qu'en verité c'est mon 
> 
humeur, et a l’avanture non sans quelque excez, j'estime tous les 
hommes mes compatriotes, et embrasse un Polonois comme un Francois 
3 > 
postposant cette lyaison nationale à l’universelle et commune. (p. 950) 


[Not because Socrates said it but because it truly corresponds to my 
humour (and it is perhaps not free from excess): I reckon all men my 
fellow-citizens, embracing a Pole as I do a Frenchman, placing a national 
bond after the common usual one (Essays 1100)] 


And when Montaigne claims not to like ‘ny les jardins, ny ces autres 
plaisirs de la vie retirée’ (p. 928) [‘nor [the pleasures] of laying out 
gardens, nor the other pleasure of life in the country’ (Essays 1077)] 
and to be bored by matters of agriculture and gardening (p. 929), he 
seems to take position against Lipsius, who opens the second part of De 
constantia by a long eulogy of gardening which lasts three whole chapters 
(II, 1-3). 

However De constantia 1s not the only text which explains Montaigne’s 
discussion of travelling, De /a vanité is also a critical reaction on at 
least two other texts, or better categories of texts: 1. Lipsius’s letter to 
Philippe de Lannoy on travelling; 2. the treatises on travelling of ramist 
signature, written in Germany in the 1570-thies. 


3. De la vanité and the Letter to Philippe de Lannoy" 


Lipsius’s letter to Philippe de Lannoy was written in 1578 in order to 
give advice to the young man who was on the verge of departing for his 
Grand Tour to Italy. This letter was published in the first collection of 
Lipsius’s correspondence, which appeared in print in 1586 by Plantin. 
It is very plausible that Montaigne knew this letter, since it was in 
the same collection as the above mentioned letters, in which Lipsius 
mentioned him by name. 

His letter to De Lannoy is short and concise. Lipsius gives his advices 
in a clear, but rather complicate argumentation, which the author 
continually underlines, without however visualize it, as is done in some 


17 Tn writing the present paragraphe, I have much profited from the commentaries 
made by Frans Blom on Lipsius’s letter (unpublished undergraduate dissertation, Uni- 
versity of Leiden, Classical Department, 1992). 
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of the Ramist travel-treatises of that time. It is indeed a revealing 
exercise to analyze the argumentative structure of the letter and to 
visualize it in a scheme, which gives the following result: 


voluptas 
: conquisitio 
prudentia 4. qs 
inquisitio 
SR ee a doctoribus 
utilitas scientia : 
ab oculis 
. interni 
boni à 
externi 
mores 
A interni 
mali | 
externi 


This result closely resembles the schemes of Ramist signature. It shows 
Lipsius’s ambivalence with regard to his predecessors in the art of 
travelling: he follows them in the systematization of the material, but 
he is too fine a stylist to increase the epistemological apparatus, or, 
as was done by Theodor Zwinger, to visualize the argumentation by 
impressive schemes. 

Within the limited cadre of this chapter, there is no question of 
analysmg in detail this letter nor of passing in review all the good advice 
given to the young addressee. I will limit myself to the most important 
resemblances and dissemblances between this letter and Montaigne’s 
chapter On Vanity, which will be studied in the order of the letter. 

According to Lipsius, travelling for pleasure only (cum voluptate solum) 
is condemnable: 


Sed ista hic cautio: ut id fiat non cum voluptate solum, sed cum fructu. Vagarı, 
lustrare, discurrere quivis potest: pauci indagare, discere; id est, vere peregrinari 
(p. 54). 

[But take care that [the voyage] is undertaken not only for the pleasure 
of it, but also for its utility Everyone can roam, wander and tramp, but 


there are only few people who know how to search and learn, which 
really is how to travel.] 


In this respect, Lipsius follows the treatises on travelling. Hieronymus 
Turler, for instance, writes: 


Distinximus [...] inter eos qui cum fructu pereginantur, et alios qui 
voluptatis causa tantum laborem hunc suscipiunt.!? 


18 Hieronymus Turler, De Peregrinatione et Agro Neapolitano Libre II, Strasbourg, 1574. 


212 CHAPTER TEN 


[We distinguish between those who travel fruitfully and others who ac- 
cept all this labour only for fun]. 


This unanimity in the condemnation of pleasure as the sole motif of 
travelling underscores Montaigne’s exceptional position in these mat- 
ters. Indeed, Montaigne repeatedly affirms that he only travels for the 
mere fun of it. This plaisir is linked to the notion of curiositas, defined as 
natural since Aristotle,” and condemned as concupiscentia oculorum since 
Augustin.? Here follow some passages from De la vanité which illustrate 
this idea of pleasure linked to the themes of curiosity and travelling: 


‘(b) Parmy les conditions humaines, cette cy est assez commune: de nous 
plaire plus des choses estrangeres que des nostres et d'aymer le remue- 
ment et le changement [...] Cette humeur avide des choses nouvelles et 
inconnues ayde bien à nourrir en moy le desir de voyager [...]’ (p. 925); 
‘(b) J’entreprens seulement de me branler, pendant que le branle me 
plaist. (c) Et me proumeine pour me proumener.’ (p. 955); (b) Moy, 
qui le plus souvant voyage pour mon plaisir’ (p. 963); ‘(b) ce plaisir de 
voyager’ (p. 966); (b) cet amusement’ (p. 967); ‘(b) Certes le plus grand 
desplaisir de mes peregrinations, c'est que je n'y puisse apporter cette 
resolution d’establir ma demeure oü je me plairroy, et qu'il me faille 
tousjours proposer de revenir, pour m'accommoder aux humeurs com- 


munes.’ (pp. 955-956). 


[Among men's characteristics this one is common enough: to delight 
more in what belongs to others than to ourselves and to love variation 
and change. [...] My avid humour for things new and unknown helps to 
foster in me my yearning to travel [...]’ (Essays 1073); ‘I set out merely to 
keep on the move while moving pleases me. I travel for travelling’s sake’ 
(Essays 1106); ‘I, who most often travel for my own pleasure’ (Essays 1114); 
‘this delight in travelling’ (Essays 1117); ‘Indeed what most displeases me 
in my pereginations is that I cannot bring with me the right to make 
my home wherever I please and that (adapting myself to the common 
prejudice) I must always intend to come back.’ (Essays 1106)] 


According to Lipsius, the second important aspect of ‘good’ travelling 
is to have a precise, well defined goal: 


Ut tu id possis, finem verum fructumque ante omnia mihi propone, quem is petitum. 
Ut enim à qui iaculum mittunt, non in vanum dirigunt, sed scopum praespeculantur 
ad quem collineent; sic tu praefint, quid peregrinatione istac quaeras (p. 54). 


19 See also the opening sentence of the last chapter of the Essais, De Vexperience: ‘Tl 
n'est desir plus naturel que le desir de connoissance’ (p. 1041) [No desire is more 
natural than the desire for knowledge’ (Essays 1207)]. 

20 See my Voyage et écriture. Etude sur le Quart Livre de Rabelais, Geneva, 1987, pp. 50- 


54- 
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[In order to do so, show above all things that everything you look for, has 
a rcal goal and a real fruit. For you will have to determine in advance 
what you are looking for in undertaking a travel, just as the javelin 
throwers do not throw their javelin without premeditation, but decide 
on what they are aiming at]. 


This finis verus is another commonplace in the travel-treatises: Turler's 
term is finis certus. Montaigne, however, affirms that he has no precise 
goal: '[...] Je scay bien ce que je fuis, mais non pas ce que je cerche' 
(p. 949) [I know what I am escaping from but not what I am looking 
for’ (Essays 1100)]; ‘Mon dessein est divisible par tout; il n'est pas fondé 
en grandes esperances' (p. 955) ['My itinerary can be interrupted at ony 
point; it is not based on great expectations’ (Essays 1106)]. 

Lipsius says that he will not dissert upon the pleasure of travel- 
ling (voluptas), because this is caused by nature, and therefore univer- 
sally known. What is more important to him is to speak about three 
indispensable aspects of the good traveller, which are not automatically 
given by nature. These are prudentia, scientia, mores. From this point on, 
the relationships with. Montaigne's text are much less evident. There 
are however a number of interesting analogies. Thus, for instance, on 
the subject of scientia a doctoris, the mention of Turnebus, Sigonius and 
Muret. These are examples of great men, whom the young traveller 
should visit. Why does Lipsius mention Turnebus, who died in 1565? 
Maybe it is not insignificant that Turnebus and Muret were Mon- 
taigne's teachers. During his own voyage to Rome, Montaigne vis- 
ited Muret, and in his chapter Du pedantisme he compares Lipsius to 
Turnebus (‘mon Turnebus). 

On the subject of scientia ab oculis, Lipsius speaks about the rums in 
Italy, of which the mere sight reactivates the traveller's memory, because 
they bring in mind the glorious past of the Roman Empire. In doing 
so, Lispius follows an old humanist commonplace, which started with 
Petrarch recounting his walks through Rome.” Here follows Lipsius's 
text: 


In ea non vestigium usquam pones, non oculum flectes; quin monumentum aliquod pre- 
mas, aut memoriam usurpes, ritus sive historiae priscae. [...] Quanti et quam arcani 
gaudii ista visio? Cum non animo solum, sed paene oculis sese inferunt manes illi 
magni, et sola premimus pressa toties ipsis. Iam coloniae illae veteres, iam templa, the- 
atra, arcus, sepulcra, lapides, quem non et doceant mirifice et delectent? Doceant dico, 


?! See, among others, Thomas M. Greene, The Light in Troy. Imitation and Discovery in 
Renaissance Poetry. New Haven and London, 1982, pp. 88-91. 
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quia revera nolala aut exscripta haec talia, mirum quanta luce mentem perfundant, 
trepidantem per veterum. scripta; idque experti dicimus ipsi. Ut omittam etiam illud 
commodum, quod nescio quomodo altolatur et grandior sese fiat animus, adspectu tot 
sublimium et grandium rerum. Cupidinem verae virtutis et gloriae ingenerat, visa toties 
aliena gloria et virtus (pp. 57-58). 


[There you cannot make any step, and you cannot take any look, without 
stepping upon some monument, without exercising your memory on the 
subject of the ancient customs and history. [...] How great and greatly 
secret is the joy this vision gives to you, because these great spirits not 
only present themselves at your mind, but are also almost before your 
eyes, and also because we walk on the same ground where they have put 
their feet. Who will not be instructed and charmed in an extraordinary 
way by these old pillars, these temples, theatres, triumphal archs, graves 
and stones? I say ‘instructed’, because the observation and transcription 
of such things imbue indeed the mind with so much light which is itching 
through the scriptures of the Ancients,—and this we affirm from our 
own experience. And I must not forget this useful phenomenon which 
takes place—I do not know how—when the soul rises and increases at 
the contemplation of so much greater and more sublime things. The 
frequent contemplation of the glory and the virtue of others causes a 
desire of real virtue and glory.] 


Although this commonplace text is not necessarily a direct ‘source’ for 
Montaigne, it can be connected to the argument of the end of De 
la vanité, which is about Rome, whose ‘ruyne mesme est glorieuse et 
enflée' (p. 976) [Even in ruins it is glorious and stately’ (Essays 1129)]: 


[...] je ne sçauroy revoir si souvent l'assiette de leurs rues et de leurs 
maisons, en ces ruynes profondes jusques aux Antipodes, que je ne m'y 
amuse. [...] Ce seroit ingratitude de mespriser les reliques et images de 
tant d'honnestes hommes, et si valeureux, que j'ay veu vivre et mourir, et 
qui nous donnent tant de bonnes instructions par leur exemple, si nous 
les sçavions suivre. (p. 976) 


[[...] I could never so often revisit the site of their streets and their 
palaces, and their ruins stretching down to the Antipodes, without lin- 
gering over them [...] It would be ungrateful to neglect the remains and 
ghosts of so many honoured and valiant men whom I have watched live 
and die and who, by their example, provide us with instructions in what 
is good if we know how to follow them. (Essays 1128)] 


And after 1588, he adds the following reflection, thus echoing Lipsius’s 
quod nescio: 


Est-ce par nature ou par erreur de fantasie que la veuë des places que 
nous sçavons avoir este hantées et habitées par personnes desquelles la 
memoire est en recommandation, nous esmeut aucunement plus qu’ouir 
le recit de leur faicts ou lire leurs escrits? 
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Is it by nature or an aberrant imagination that the sight of places which 
we know to have been frequented or inhabited by those whose memory 
we hold dear moves us somewhat more than hearing a recital of their 
deeds or reading their writings? (Essays 1128)]?? 


In the passage devoted to mores, Lipsius briefly refers to the traditional 
typology of peoples: 


Quis enim neget? ut hominibus singulis, sic populis suae laudes, suae labes. Galliam 
ecce cogitas? levitatem et vanitatem etiam, quae in pleraque ea (omni, falso dicam) 
gente. Italiam? proterviam in ea et libidinem. Hispanias? typhum quemdam, et 
Africanum fastum. Germaniam? comessationes et ebrietatem. 


[For one cannot deny that every people, just like every individual, has 
its good and bad qualities. If you think of France, you will see looseness 
and even vanity, which characterises the majority of the people, if not 
the whole people. Italy, that is insolence and luxury. Spain, that is a 
certain pride and an African exuberance. Germany, that is gluttony and 
drunkenness. | 


It is noteworthy that Montaigne never uses this general typology, nei- 
ther in De la vanité nor in his Journal de voyage en Italie. What he says 
in the concluding sentence of his chapter De l’art de conférer, which pre- 
cedes De la vanité, does apply here: “Tous jugemens en gros sont laches 
et imparfaicts’ (p. 922) ['All grosso-modo judgements are lax and defective’ 
(Essays 1069)]. When he ventures to give generalisations, these ones are 
always based on his own experience (because he distrusts the opinions 
of others), they are mostly of practical nature, and they do not imply 
any judgment.” In this respect, he distinguishes himself from his com- 
patriots, who believe in their superiority: 


Où qu’ils aillent, ils se tiennent à leurs façons et abominent les estran- 
geres. Retrouvent ils un compatriote en Hongrie, ils festoyent cette avan- 
ture: les voyla à se ralier et à se recoudre ensemble, à condamner tant 
de meurs barbares qu’ils voient. Pourquoy non barbares, puisqu’elles ne 
sont françoyses? (p. 964) 


[Wherever they go they cling to their ways and curse foreign ones. If they 
come across a fellow-countryman in Hungary, they celebrate the event: 
there they are, hobnobbing and sticking together and condemning every 


2 This is an interesting example of humanist intertextuality: Montaigne’s echoing of 
Lipsius coincides with a Tacitus translation and then a literal quotation in Latin from 
Cicero's De finibus. See Screech's commentary in Essays 1128, n. 151. 

23 °T...] il me semble que je may rencontré guere de manieres qui ne vaillent les 
nostres’ (p. 964). 
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custom in sight as barbarous. And why not barbarous since they are not 
French! (Essays 1114—1115)] 


Lipsius says to his young addressee to behave according the good 
morals, though not without underlining that it is often difficult to 
distinguish the good morals from the bad ones. In saying this, Lipsius 
uses an interesting image: 


Ut pictor, levi manu et volante penicillo, rugas, verrucas, naevos in facie exprimit, 
haud tam facile ipsam: sic probitatem laboriose imitatur, nullo negotio maculas illas 
animorum (p. 60). 


[Just like the painter is painting, with raised hand and flying brush, the 
wrinkles, warts and spots of a face, but with more difficulty the face 
itself, we too imitate with great difficulty the mind's rightneousness and 
without any problem its spots.] 


Probably Montaigne remembers this sentence, when declaring his love 
for Paris: 


Je l'ayme par elle mesme, et plus en son estre seul que rechargée de 
pompe estrangiere. Je l'ayme tendrement, jusques à ses verrues et à ses 


taches (p. 950) 


[ love her for herself, more when left alone than overloaded with extra 
ornaments. I love her tenderly, warts, stains and all (Essays 1100)], 


—with this difference however that, for Lipsius, the warts signify the 
exterior ugliness (opposed to the interior beauty), whereas, for Mon- 
taigne the warts belong to the naked face, which does not need to hide 
itself behind a mask of make-up. 

Lipsius advices to the traveller a very pragmatic prudence of dissimu- 
lation: the traveller should not show anything from his inner feelings, by 
feigning an exterior open-heartedness: he should have frons aperta, lingua 
parca, mens clausa Tan open face, a sparing tongue and a closed mind'].?* 
In order to defend his advice for this kind of dishonesty, Lipsius has 
recourse to a medical image: 


Nec viam tibi tamen ad fraudes praeeo, absit, sed ut medici, venena quaedem venenis 
pello, in salutem tuam non in noxam (pp. 61-62). 


[It is far from me to advice to you the way that leads to deceit. But, just 
like the doctors, I make disappear the poison, by using the same poison 
to heal you, not to harm you.] 


24 This sentence became famous. Blom quotes the example of Hamlet (I, 3): Father 
Polonius to his son departing for Paris: ‘Give thy thoughts no tongue [...] Give every 
man thy ear, but few thy voice; / Take each man’s censure, but reserve thy judgment’. 
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There is nothing like this in Montaigne.? He mocks the xenophobia 
of the French travellers, by using the image of contagious disease: 


(b) Jay honte de voir noz hommes enyvrez de cette sotte humeur, de 
s'effaroucher des formes contraires aux leurs: il leur semble estre hors de 
leur element quand ils sont hors de leur vilage [...] Ils voyagent couverts 
et resserrez d'une prudence taciturne et incommunicable, se defendans 
de la contagion d'un air incogneu. (p. 964) 


[I am ashamed of the sight of our Frenchmen befuddled by that stupid 
humour which shies away from fashions which conflict their own. Once 
out of their villages they feel like fish out of water. [...] With a morose 
and taciturne prudence they travel about wrapped up in their cloacks 
and protecting themselves from the contagion of an unknown clime. 


(Essays 1115)] 


Montaigne's attitude 1s characterised by his openness to foreign cus- 
toms, and by his adaptability—attitude not only preconised in his Æs- 
sais, but also brought in practice during his own travels, as can be seen 
in his Journal de voyage en Italie. 

The second part of Lipsius's letter is of a more practical nature: it 
passes in review the principle towns of Italy. This is what he says about 
Rome: 


Et meo quidem sensu [...] prima tibi vel adfectus caussa, imo cultus, adeunda Roma 
est; adeunda lamen, non habitanda. Confusio enim tibi et ovyyvouc, aéris et morum 
haud pura puritas: et quod verissime a Varrone dictum, turba turbulenta (p. 63-64). 


[And to my opinion [...] the first thing, even the very first care you will 
have to worry about, is to go to Rome. I say only ‘go to it’, and not ‘live 
in it’. For there is a lot of rumpus, and there is almost no purity neither 
of the air nor of the morals, and Varro was right to speak about turba 
turbulenta [a confusing crowd (or chaos)].] 


After this, Lipsius praises the other Italian towns and regions: Naples, 
Tuscany, Bologna, Padua, Venice and Milan. In De la vanité, Montaigne 
only speaks about Rome, as if this was the only Italian town he has 
visited. Under the pen of Montaigne Roman confusio and turba turbulenta 
become ‘seule ville commune et universelle’, ‘la ville metropolitaine de 
toutes les nations Chrétiennes', and his Journal de voyage learns us that 
he found the Roman air 'trés plesant et sein’ (p. 1234). 

Although every analogy mentioned above, between Lipsius's letter 
and De la vanité, considered separately, is uncogent and imputable to 


25 However, in another context, Montaigne uses the same image of the therapeutic 
poison: ‘comme les venins à la conservation de nostre santé’ (III, 1). 
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mere hazard or to a general known theme, I think the whole of these 
analogies is convincing. 

Lipsius’s text had an enormous popularity. The first English trans- 
lation, or rather adaptation, dates from 1592. The text was reprinted 
several times; it was inserted in collections of travel-treatises, of which 
the best known was published in 1631. This collection put together Lip- 
sius's letter and the De Peregrinatione Gallica de Thomas Erpenms 2 Here 
I allow myself a brief excursion in order to make more clear the mental 
disanalogy between Lipsius and Montaigne on the subject of travelling. 
The text by Erpenius, orientalist at the University of Leiden, is com- 
plimentary to Lipsius’s text. Firstly, because it is about France, whereas 
Lipsius almost exclusively deals with Italy. Secondly, because Erpenius’s 
text is much more practical than Lipsius’s one. Erpenius preconizes 
a good knowledge of the language, the customs, the history, etc. of 
the country to be visited. He gives some very useful lists of books the 
traveller should consult in preparing his journey. He mentions French 
grammars and certain literary works (among them the Semaine by Du 
Bartas) as well as historical works and travel-guides. All in all, Erpe- 
nius suggests an implicit critic against Lipsius: although Lipsius’s style 
is exemplarily elegant, and his dispositio is well done, his letter's contents 
appear to be too little practical, too abstract, and far removed from 
the daily life practice of travelling. The potential reader is indeed much 
more interested in the elementary things of life: nourishment, lodge- 
ment, ways of transportation, tourist curiosities, etc. Contrary to Lip- 
sius, Erpenius not only advices the reading of books which inform on 
the material questions of travelling, but also the active practice of lan- 
guage (by conversation with francophones), the choice of a trustful trav- 
elling companion, the conversation with ‘ideal’ guides (who should be, 
preferably, French speaking jurists and theologians both catholic and 
protestant), and the art and necessity to write a travel diary. Consider- 
ing now Montaigne's Journal de voyage, one easily remarks the numerous 
affinities between Montaigne and Erpenius on the subject of travelling. 
One remembers Montaigne regretting to have forgotten his ‘Munster 
ou quelque autre [guide]’.” In Germany and Switzerland he speaks 


26 Thomas Erpenius, De peregrinatione Gallica utiliter instituenda Tractatus: item Brevis 
admodum totius Galliae descriptio: et Tusti Lipsu Epistola de Peregrinatione Italica, Leiden, 1631. 
See Anna Frank-van Westrienen, De Groote Tour. Tekening van de educatiereis der Nederlanders 
in de zeventiende eeuw, Amsterdam, 1983, pp. 136-140. 

27 Montaigne, Journal de voyage, p. 1146. 
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with theologians of all confessions. In Italy he prefers not to speak 
French and he writes his travel diary in Italian. In Rome, he begins 
by studying the city, ‘aidé de diverses cartes et livres [...] si que en peu 
de jours, il eust ayséemant reguidé son guide’ (p. 1212) [^with the help of 
a number of plans and books [...] so that, within a couple of days, he 
easily could have guided his guide’]. And generally Montaigne wants to 
establish personal contact with the people he meets, just like Erpenius, 
and unlike Lipsius. T'his mental affinity between Montaigne and Erpe- 
nius makes it likely that Montaige, Just as Erpenius some years later, 
tacitly distances himself from the advices given by Lipsius’s letter. 


4. De la vanité and the travel-treatises 


For the more practical aspects of travelling, it is useful to take in con- 
sideration the travel-treatises of ramist origin. In his publications on the 
ars apodemica (the art of travelling), Justin Stagl studies the birth of this 
genre, which took place in the German-speaking countries. The very 
first ones, all written in Latin, are De peregrinatione by Hieronymus Turler 
(1574), Commentariolus De Arte Apodemica seu vera peregrinandi ratione by 
Hilarius Pyrckmair (1577)? and Methodus Apodemica by Theodor Zwinger 
(1577).? Those three authors are more or less influenced by Ramus, 
and Zwinger, who also quotes Turler et Pyrckmair, has known Ramus 
personally. In spite of the numerous intertextual connections, and the 
many thematic and stylistic analogies between the three treatises, the 
affirmation that if one has seen one treatise, one knows the others, is 
beside the truth.? By comparing the three treatises to our chapter De 
la vanité, one notes that only Pyrckmair's text contains striking resem- 
blances with some key-passages of Montaigne's chapter—resemblances 
which are absent from the treatises by Turler and Zwinger. Let us take 
a closer look to De arte apodemica, written by Pyrckmair, a German medi- 
cal doctor, catholic and ramist (which is a rare combination). On page 2 
of the treatise, one notes the following sentence: ın hoc mundo quasi vitae 


28 Hilarius Pyrckmair, Commentariolus de arte apodemica, seu vera peregrinandi ratione, Ingol- 
stadt, 1577. 

?9 Theodor Zwinger, Methodus Apodemica, Basel, 1577. See Justin Stagl, ‘Die Apode- 
mik oder ‘Reisekunst’ als Methodik der Sozialforschung vom Humanismus bis zur 
Aufklärung’, in Mohammed Rassem and Justin Stagl (eds.), Statistik und Staatsbeschreibung 
in der Neuzeit [...], Paderborn, etc, 1980, pp. 131-202. 

30 Contra Frank-van Westrienen, De Groote Tour, 0.c., p. 73. 
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humanae Theatro |n this world that is like a human theatre]. This tra- 
ditional metaphor of the theatre as image of human life is also found 
in the famous closing sentence of De la vanité, which qualifies man as 
the ‘badin de la farce’. On page 4 of his treatise, Pyrckmair mentions 
Rome as a typical example of the vicissitudes of History, caused by 
Fortune (Roma exemplum fortunae). This sentence has its counterpart in 
De la vanıte: "Les astres ont fatalement destiné l'estat de Romme pour 
exemplaire de ce qu’ils peuvent en ce genre’ (p. 937) [“The stars fatally 
decreed that the Roman State should be the example of what they can 
achieve in this category, comprising every sort of fortune which can 
befall a State’ (Essays 1087)] —important sentence, because it announces 
the Roman theme of the chapter's conclusion. At page 6 of the treatise, 
in a paragraph devoted to the dangers of travelling, Pyrckmair uses a 
rhetorical figure: the refutatio. The marginal note specifies that it is a 
refutatio laboris & periculorum, quae peregrinantibus obyciuntur [refutation of 
the misery and dangers which are objected against travellers].*! This 
figure presents itself as a series of answers to the questions, asked by the 
worrled parents about their travelling son. 


At, inquüunt, filius meus, quem unicum habeo, si occumbat, omne tunc mihi sublatum 
est in hac vita solatium. Quid? si tibi mors etiam domi, quae totum terrarum orbem 
perlustrare solet, eum auserat? Quis tibi eum deinceps restituet? [...] Cogitandum 
igilur. est, mortem generi humano. communem, nihilque perpetuum esse in hac vita 
miseriae & calamitatis plena. 


[And, they say, my only son, if he dies, I loose my consolation in this 
life.—How 1s that? If death, who has the custom to travel all over the 
world, takes away your son when he 1s at home? Who 1s then going 
to give him back to you? [...] Therefore you must realize that death is 
inherent to mankind, and that there is nothing eternal in this life full of 
misery and calamities.] 


One notes that the loss of a son forms a theme treated briefly upon by 
Montaigne at the end of De la vanıte, where Montaigne appears to go 
against the common opinion:? 


3! Turler (I, 8) has also a chapter entitled De his peregrinantibus obijci solent, et eorundem 
refutatio (p. 51). The analogies between Montaigne's text and Turler's one are superficial 
and coincidental. Only the third argument cited by Turler is close to De la vanité: * Tertio 
clamant [the adversaries] peregrinantes in parentes et amicos, aut in uxores vel liberos, iniurios ese, 
dum se ultrio quodammode ab his separant . However, in contrast to Turler, Montaigne quotes 
always his own perspective, not the others’ ones. 

32 Although the last sentence of the quotation shows that Montaigne does under- 
stand the parents’ alarm, evoqued in Pyrckmair’s refutatio. 


ERRATIC STRUCTURES IN DE LA VANITE 221 


(b) et n’ay jamais estimé qu’estre sans enfans fut un defaut qui deut 
rendre la vie moins complete et moins contente. La vacation sterile a 
bien aussi ses commoditez. Les enfans sont du nombre des choses qui 
n’ont pas fort dequoy estre desirées, notamment à cette heure qu’il seroit 
si difficile de les rendre bons. [...] et si, ont justement dequoy estre 
regrettées à qui les perd après les avoir acquises (p. 977). 


[and I have never thought that not having sons made life less perfect and 
less satisfying. There are advantages too in the vacation of childlessness. 
Sons are to be counted among things which do not have much to make 
them desired, especially at this moment when it would be hard to make 
them good [...], but which, once acquired, are rightly to be regretted by 
those who lose them. (Essays 1130)] 


Pyrckmair's text is all the more interesting because the argumentation 
by refutation and contra-refutation reminds us of the procedure used 
by Montaigne to prove the same thing, namely that it does not matter 
where—at home or on journey—one falls ill and dies. Saying this, 
Montaigne applies to his own case Pyrckmair's example of the only 
son's death: 


(b) ‘Mais en tel aage, vous ne reviendrez jamais d'un si long chemin? — 


Que m'en chaut-il! (p. 955) 


[But at your age you will never return from so long a road'—What does 
that matter to me? (Essays 1106)] 


(b) Si je craingnois de mourir en autre lieu que celuy de ma naissance, si 
je pensois mourir moins à mon aise esloingné des miens, à peine sortiroy- 
je hors de France; je ne sortirois pas sans effroy de ma parroisse. Je sens 
la mort qui me pince continuellement la gorge ou les reins. Mais je suis 
autrement faict: elle m'est une partout. Si toutesfois j’avois à choisir, ce 
seroit, ce croy-je, plustost à cheval que dans un lict, hors de ma maison 
et esloigné des miens. (p. 956) 


[I£ I were afraid of dying anywhere else but where I was born, and if I 
thought that I would die less at my ease when far from my family, not 
only would I hardly ever go out of France without terror, I would hardly 
go out of my parish: I feel death all the time, jabbing at my throath and 
loins. But I am made otherwise: death 1s the same for me anywhere. 
If I were allowed to choose, I would, I think, prefer to die in the saddle 
rather than in my bed. (Essays 1106)] 


(b) Pour revenir à mon conte, il n’y a donc pas beaucoup de mal de 
mourir loing et à part. (p. 959) 


[To get back to my narration: there is no great evil in dying alone and 
afar. (Essays 1110)] 
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These reflections are at the basis of a whole digression on the subject 
of death, which covers several pages. 

Page 9 of Pyrckmair’ treatise deals with an important question: Qui 
sint apti ad peregrinandum [Who are able to travel]:*? 


Qui sint apti ad peregrinandum. [...] Ut igitur Aristoteles idoneum auditorem ad 
doctrinam Ethicam percipiendam requerit: ita sane ad peregrinandum admittendi non 
videntur infantes © senes. Hi enim, quibus corporis labores minuendi sunt, propter 
aetatis inuriam; illi vero corporis, iudicij © intellectus imbecillitatem ad hanc rem 
suscipiendam omnino ineptos esse, cuilibet perspicuum est, ideoquem multis argumentis 
comprobari non debet. 


[This is what Aristotle demands of the good listener who understands his 
Ethica: it appears indeed that children and elderly people are not allowed 
to travel. The elderly because their forces have been weakened by their 
age. And children are weak with respect to their body, judgment and 
intelligence, and not at all equal to [travelling]. One does not need many 
arguments to prove this.] 


This theme is picked up by Montaigne, who, of course, disagrees with 
Aristotle's opinion quoted by Pyrckmair. Montaigne seems to react 
directly to this opinion by citing the authority of Plato: 


(b) Quant à la vieillesse qu'on m'allégue, au rebours c'est à la jeunesse à 
s'asservir aux opinions communes et se contraindre pour autruy [...] A 
mesure que les commoditez naturelles nous faillent, soustenons nous par 
les artificielles. C’est injustice d'excuser la Jeunesse de suyvre ses plaisirs, 
et deffendre à la vieillesse d'en cercher. [...] (c) Si, prohibitent les loix 
Platoniques de peregriner avant quarante ans ou cinquante, pour rendre 
la peregrination plus utile et instructive; je consentirois plus volontiers à 
cet autre second article des mesmes loix, qui l'interdit apres les soixante. 


(P- 955) 


[As for my old age, which they cite against me, it is on the contrary 
for youth to be enslaved by common opinions and to restrain itself for 
someone else [...] As natural pleasures fail us, let us support ourselves 
by artificial ones. It is unfair to forgive youth for pursuing its pleasures, 
while forbidding old age even to look for any. [...] Though Plato's laws 
forbid foreign travel before forty or fifty so as to make it more useful and 
instructive, I would more readily subscribe to the second article in those 
same laws, which prohibits it after sixty. (Essays 1106)] 


Page 14 of Pyrckmair's treatise mentions a final thematic analogy with 
Montaigne’s text: the role of money. This is however also a disanalogy: 
whereas Pyrckmair only speaks in general terms about the costs of 


33 Same title in Turler (I, 2). 
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a good education, Montaigne centres the discussion on the costs of 
travelling itself, and on his own way to deal with financial matters. 

The conclusion is that Pyrckmair’s text explains the presence of sev- 
eral themes in De la vanıte. Do we have here a real source for Mon- 
taigne? This is not impossible, but it cannot be affırmed with any cer- 
titude, because Pyrckmair's little book maybe has passed unnoticed by 
the contemporary French readers, his author being relatively unknown. 

This does not apply at all to the third travel-treatise, the one by 
Theodor Zwinger. Zwinger was a well-known author at that time. 
Montaigne knew him personally: at his stay at Basel he visited ‘celui qui 
a faict le T'heatrum’.’* It is most likely that the conversation between 
Zwinger and Montaigne, who was himself on journey, lingered upon 
the most famous travel-treatise of that time.’ 

However, a comparison between Zwinger’s text and De la vanité 
shows numerous and striking disanalogies between them. In no way 
their authors are ‘espritsparents’.% Contrary to Montaigne, Zwinger is 
a ‘methodical’ mind in the strong sense of the word. His books are 
constructed according to a rigid classification, visualised by 1mpressive 
schemes. These schemes show well the influence of the ‘method’ of 
Petrus Ramus. In this respect it is significant that Zwinger has named 
his treatise a ‘method’. This word signifies, according to Ramist termi- 
nolgy, ‘the straight way to the thruth’. This is precisely what Montaigne 
does not believe in. His way of reasoning has nothing in common with 
the Ramist severity? One can even suppose that De la vanité, by its 
structure and its contents, inscribes itself against the methodical mind 
of the Ramists. This is probably the reason why this chapter presents 
a more chaotic structure than usual. This argumentative disorder of De 
la vanité is emblematized by the image of the erratic journey which ‘ne 


34 Montaigne, Journal de voyage, p. 1128. 

35 See, among others, Wolfgang Neuber, Fremde Welt im europäischen Horizont. Zur Topik 
der deutschen Amerika-Reiseberichte der Frühen Neuzeit, Berlin, 1991, pp. 67-75, et Francine- 
Dominique Liechtenhan, ‘L’art de voyager utilement: méthode et réalisation du voyage 
au XVIe et XVIIe siècles’, Studi francesi 35 (1991), pp. 474-487. 

36 Fausta Garavini, "Montaigne rencontre Theodor Zwinger à Bäle: deux esprits 
parents', Montaigne Studies 5 (1993), pp. 173-197. 

37 Lipsius does not like ramism: ‘Numquam ille magnus erit, cui Ramus est magnus’ [He 
will never be great to whom Ramus is great], cited by Robert-Jan van den Hoorn, 
‘On Course for Quality: Justus Lipsius and Leiden University’, in Karl A.E. Enenkel et 
Chris Heesakkers (éds.), Lipsius in Leiden. Studies in the Life and Works of a great Humanist on 
the occasion of his 450th anniversary, Voorthuizen, 1997, pp. 73-92 (p. 78). 
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trace aucune ligne certaine, ny droicte ny courbe? (p. 963), and could be 
considered therefore as a reaction against this method of the ‘straight 


^ 


way’. 


5. Conclusion 


Our analysis of De la vamté seeks to explain a characteristic element 
of Montaigne's writing, namely its ‘paradoxical’ nature (in the etymo- 
logical sense of the term). This writing implies often a settlement 
with other texts which are not always mentioned explicitely. Those 
texts form a doxa, against which Montaigne argues. Examples are the 
*doxical texts by Jean Bodin, his Démonomame des sorciers, for instance, 
which is tacitly attacked in Montaigne’s chapter Des boiteux, or this other 
‘method’: Bodin’s Méthode pour bien connaître Phistoire, which, as we saw in 
our chapter 8, is openly problematised by Montaigne in his Défence de 
Sénèque et de Plutarque. From this perspective, De la vanité is also para- 
doxical: it questions several texts: Lipsius’s De constantia and his Letter to 
De Lannoy, maybe Pyrckmair’s travel-treatise, and probably Zwinger’s 
Methodus apodemica too. It is by confronting those texts with each other 
and with De la vanité that one begins to understand the deeper mean- 
ing of the chapter’s chaotic structure and its overwhelming amount of 
subjects treated. 


38 See my “Phonnore le plus ceux que j'honnore le moins’. Paradoxe et discours 
chez Montaigne”, in Ronald Landheer and Paul J. Smith (eds.), Le paradoxe en linguistique 
et en littérature, Geneva, 1996, pp. 173-197. 
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Although a book on disposition should finish with a conclusion, it is 
hard to conclude in due (i.e. rhetorical) form, after such an inconclu- 
sive author as Montaigne. The main findings of the present book can 
however be briefly summarized. In our corpus of texts we have noted 
three different attitudes towards rhetorical dispositio: namely play, rejec- 
tion and neglect. Whereas Rabelais plays with dispositio, turning it into 
a source of merriment, Montaigne rejects it in word and (scriptural) 
deed. The poets, however, tend to neglect rhetorical dispositio, at least 
while ordering their poems into collections. Instead of ending this book 
with a detailed, repetitive, synoptic conclusion, I would like to indicate 
in this epilogue some new directions for the topic of literary disposition, 
which occurred to me only in 2006, after having finished editing the 
present study. 

In August 2006 an international conference was organized in Mon- 
treal (McGill University) on the subject of the Aybridité des récits rabelai- 
siens. The notion of literary hybridity tends of course to underline not 
the ordering of the Rabelaisian text but rather its disparity. One of the 
conference themes, however, was the way in which the textual whole 
was built up from heterogeneous parts, thus linking Rabelais's writ- 
ing to an anti-classical conception of art. More precisely, in reading 
Rabelais, one is reminded of the monstrous artistic production which 
Horace describes in the opening lines of his Ars poetica as an example 
not to be followed: 


Suppose a painter decided to set a human head 

on a horse's neck, to lay various kinds of feather 

on limbs which were such a jumble that the top of a lovely woman 
ended up as the tail of a black and hideous fish— 

and then asked you to see it; could you help laughing, my friends?! 


! Horace, Satires and Epistles [and] Persius, Satires, A verse translation [...] by Niall 
Rudd, Harmondsworth, 1979, p. 190. 
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What is ridiculed by Horace, seems to be an essential characteristic 
of Rabelais’s work. When one applies Horace’s Ars poetica to Rabelais’s 
text, one notes, indeed, an important difference between the two au- 
thors. Namely, that the laughter described by Horace is negative and 
disapproving, because it bears on an example poets should not imitate. 
Whereas, on the contrary, the laughter of Rabelais's ‘ideal’ or ‘implicit’ 
reader is positive, because this reader laughs at a text which has con- 
sciously been created to be a hybrid, monstrous whole. 

It is in this creation, however, that resides the analogy between 
both authors. Indeed, Horace does not give a static description of a 
hybrid object, but he describes, or better, he relates the creation of 
this object. In doing so he evokes more implicitly the discovery of 
this creation by the beholder. The laughter is born of this percep- 
tion, which is effectuated in steps, and modularized like the separate 
parts which the painter successively adds to the object he 1s depicting. 
This also holds for Rabelais, perhaps not in the way he constructed 
his text (for the reader, Rabelais's creative process 1s mostly impossible 
to reconstruct), but in the way he wants his reader to look at his text, 
namely in successive steps. In both cases, the proposed way of looking 
at the object is linear: every new step in the perception provokes an 
unexpected change in the reader's horizon d'attente, which in both cases 
provokes laughter—negative in the case of Horace's beholder, posi- 
tive for Rabelais's reader. Such a linear reading appears to be very 
fruitful in the case of Rabelais’s playing with the reader’s expecta- 
tions in the Third and Fourth Book, where every one of Panurge's con- 
sultations, every island on which the Pantagruelists land, and every 
monster encountered influences the reader's expectation, sometimes 
by confirming it, at other times by confounding it. This linear way 
of reading Rabelais is also very fruitful in the case of the epideic- 
tic structure of Pantagruel, especially when the cycle of Panurge keeps 
in suspense the whole progress of the book. T'his way of reading 1s 
also valuable at the microlevel of the chapter. In my contribution to 
the Montreal conference I demonstrated how the linear reading can 
indeed be applied to chapter 9 of Pantagruel, where every language spo- 
ken by Panurge changes the horizon d'attente of both his listeners and the 
reader. 

This linear way of reading is also very useful in interpretating poetic 
collections, although this method is not the only one, as I demonstrated 
in the chapter I wrote with Evelien Chayes on Remy Belleau's Pierres 
précieuses. In her recent PhD thesis Chayes continues down this path by 
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applying to the structure of the Pierres precieuses the age-old schemes of 
the four elements, combined with the four temperaments.? 

This brings us to the second section of the present book. During the 
past year much research has been published on the structure of literary 
ordering in the field of poetic collections: a special issue of the jour- 
nal Neophilologus (2006) was devoted to the topic of ordering in poetic 
collections in various literatures, and a special issue of another journal, 
Renaissance, Humanisme, Réforme (2006), was devoted to sixteenth-century 
French collections. In both cases, however, the overwhelming amount 
of material analyzed made it clear that for the time being it is not pos- 
sible to come to a generalizing theory. Indeed, to the achronic typol- 
ogy proposed by Evert van der Starre, and synthesized once again in 
Neophilologus$ one should at least add a diachronic and book-historical 
dimension. This is clear from the special issue of Renaissance, Human- 
isme, Réforme, which reviews an astonishing variety of cases, from the 
manuscript recueils de poésie at the end of the Middle Ages, and the first 
printed poetic collection in France, the anonymous anthology Le Jardin 
de plaisance (1501), until the endless dispositional variations in the col- 
lections by Philippe Desportes at the end of the French Renaissance. 
Anthologies, commemorative tombeaux and other recueils collectifs, recueils 
d'auteurs made up during or after the poet's lifeüme, and the amazing 
case of the Æuvres de Louize Labé Lionnoize, presented in 1555 as a female 
recueil d'auteur, but unmasked in 2006 by Mireille Huchon* as a recueil 
collectif, fabricated by male poets—all these forms of poetic collection 
demand a strong attention to the individual case from the perspective 
of generic conventions.? 

The distance separating poetic collections from Montaigne's Essais 
is not as great as one would expect. In this respect, one of the most 
interesting publications in 2006 on the dispositio of the Essais comes, 
strangely enough, not from a montaigniste, but from Cécile Alduy, a 
specialist in poetic recueils d'auteurs in the tradition of the Amours of 
Ronsard. In her article *Montaigne et les Vingt neuf Sonnetz d’Estienne de 


? Evelien Chayes, L’éloquence des pierres précieuses. Lapidaires du XVIe siècle. De Marbode de 
Rennes à Alard d’Amsterdam et Remy Belleau, Amsterdam, 2007, chap. II, 3. 

3 Frans Ruiter and Paul J. Smith, ‘Introduction’, ‚Neophilologus 90 (2006), pp. 351-354. 

* Mireille Huchon, Louise Labé. Une créature de papier, Geneva, 2006. 

5 For an exemplary study of this kind, see Cécile Alduy, ‘Z’Adolescence de Marot mise 
en recueil: ordre du livre, fiction d'auteur", L'Information littéraire 58, 3 (2006), pp. 10- 
18. 
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La Boétie;* Alduy convincingly demonstrates the deliberate dispositional 
contrasting and mirroring between the embedded poetic cycle and the 
embedding prose text of the first book of the Essais, which gathers La 
Boétie’s 29 sonnets in its very centre, i.e. chapter 29 of the first book, 
consisting of 57 chapters. Both texts have palinodie (retraction of previous 
statements) and auto-exegesis as compositional principles; both texts are 
constructed around a somehow problematized centre. Therefore, the 
centre of the cycle, sonnets 14 and 15, which are about the trahison of 
the bien-aimée, forms in fact the centre—on true friendship— of the whole 
first book of the Essais. 

These recent studies, all published in the year 2006, demonstrate that 
the topic of literary disposition 1s very much alive, and deserves further 
investigation. It is to this goal that the present book will prove, I hope, 
its usefulness. 


6 See Cécile Alduy, ‘Montaigne et les Vingt neuf Sonnetz d’Estienne de La Boétie: de la 
composition du recueil poétique à celle des Essais’, Montaigne Studies 18 (2006), pp. 119— 
136 
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